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La vitalidad y presencia de las mujeres en la historia cultural de América Latina ha sido siempre fructífera y necesaria para los desafíos de su propia historia. Desde la singular Malinche cuya voz y lengua se convierten en los vínculos para entender la colonización de América Latina y las presencias extranjeras que dominaran gran parte de su historia. Malinche, Sor Juana Inés de la Cruz, Juana Manuela Gorriti, Gabriela Mistral y Frida Kahlo son parte de la vibrante tradición de mujeres en América Latina que desde la época de la colonia hasta nuestros días han formado las narrativas fundacionales de su continente.
Esta colección de ensayos magníficamente editados por Par Kumaraswami y Niamh Thornton viene a ser otro eslabón más en la productiva historia de las mujeres en América Latina y representa sin lugar a dudas la extensa continuada de la labor artística de sus mujeres. El titulo Revolucionarias es acertado y justo ya que esta antología representa la multiplicidad de voces que han participado en los movimientos revolucionarios de América Latina tanto de derecha como de izquierda. Esta es una de las contribuciones más notables de esta colección, ya que presenta una vasta perspectiva del concepto de revolución y de revolucionarias. Además, cada artículo está escrito de una forma clara profunda y reflexiva, uniendo a la temática central de este libro los conceptos de Historia, Memoria y Revolución.
Cada uno de los escritos que aparecen representa una excelencia crítica, pero además ofrecen perspectivas alternativas del rol de las creadoras frente a la metáfora de la revolución. El artículo de Maria de la Cinta Ramblado Minero se dedica a la exploración de la trayectoria literaria de Isabel Allende y su escritura fundacional referente a la historia de Chile a partir del golpe militar que derroca al libremente elegido gobierno de Salvador Allende. Este ensayo perspicaz elabora con destreza las diferentes alegorías y símbolos que Allende utiliza para entender la historia de Chile y su relación con la ficción y el mito. Un interesante contrapunto a este artículo es el de Niamh Thornton que dedica su estudio al análisis de la obra La mujer habitada de la nicaragüense Gioconda Belli y su destacada novela La Mujer habitada y Mal de Amores de la mexicana Ángeles Mastretta. Este artículo elocuentemente destaca el enmarco histórico de dos diferentes revoluciones y épocas históricas la Sandinista y la de la revolución mexicana haciendo hincapié a las diversas modalidades narrativas que estas autoras utilizan para reconstruir históricamente el impacto social y artístico en los entornos violentos de las revoluciones de América Latina.
El ensayo de Sarah Bowskill también añade un componente esencial a la reconstrucción de la presencia de las mujeres revolucionarias de América Latina por medio de una novela poco conocida de Consuelo Delgado, una profesora rural que escribe una importante obra, Yo también soy Adelita, donde se destaca como en los otros artículos la mirada femenina y feminista frente a la alegoría nacional masculina que a través de la historia han logrado moldear los avatares de la historia. Además Yo también soy Adelita logra presentar una visión clara del papel de la mujer de clase media en la revolución mexicana.
El artículo de Leslie Goss Erickson dedicado a la novela Salomé de Julia Álvarez y el de Lorna Shaughnessy dedicado a la poesía de Gioconda Belli ofrecen importantes visiones frente a la obra de estas dos autoras que como Isabel Allende han dedicado gran parte de sus obras a la interpretación de la historia política del continente. El interesante artículo dedicado a la novela de Álvarez Salomé también incita a la importante reflexión en torno a la presencia de las mujeres frente a sus destinos que eligen vivir como la poeta Salomé que forma parte de la historia fundacional de la República Dominicana y los diferentes avatares históricos que les ha tocado vivir. Las bifurcaciones sociales y artísticas, los conflictos morales de los personajes son delineadas en estos ensayos, demostrando la complejidad de las relaciones intrínsecas entre historia literaria e imaginación.
El ensayo de Andrea Herrera nos presenta una mirada a Cuba desde otra perspectiva alternativa que representa el exilio de artistas jóvenes que dejan la isla y el sueño de la revolución cubana en busca de alternativas y formas de ser libres en su creación. Herrera describe la experiencia de tres artistas visuales fuera de la isla de Cuba en Miami y sus experiencias dentro del arte fuera de la isla nata. Pero al igual por medio del lente de Herrera observamos cómo la experiencia del exilio ayuda a moldear y a reinscribir historias íntimas y colectivas. En el caso del ensayo de Par Kumaraswami, vemos la otra cara de la moneda – cubanas que se emigraron pero que luego volvieron a la patria – y observamos que el conflicto se siente, y se representa, de una manera bien distinta.
Si la revolución fuera de Cuba y el modelo de Castro están descritos por medio de la creatividad textual y visual, vemos por medio del ensayo de Margaret Power cómo dos autoras chilenas crean una revolución desde la perspectiva de la derecha y en contra del gobierno de Salvador Allende, presentando alternativas distintas a la ideología socialista de este gobierno y ofreciendo una perspectiva diferente en torno a las formas en que las mujeres construyen sus revoluciones desde la izquierda o la derecha.
El artículo de Kitty Millet presenta una perspectiva teórica en torno a la construcción teórica del género testimonial, sus implicaciones sociales y políticas, tanto como la función de este tipo de literatura dentro del imaginario político y social de América Latina, y sus ramificaciones para la literatura y para el género.
Las revolucionarias sin lugar a dudas ocupan un lugar central dentro de los estudios dedicados a la cultura literaria escrita por mujeres, y su relación a lo que implica el ser revolucionarias. Cada autora ha logrado crear ensayos de gran fascinación y originalidad, logrando hilvanar las voces de la historia con las voces de la revolución. Escogiendo a aquellas mujeres que han dedicado sus vidas, sus experiencias y, más que nada, su visión creativa y sus testimonios a la maraña histórica de lo que han implicado las revoluciones desde la izquierda o la derecha, presentan visiones alternativas de lo que implica hacer revolución desde la perspectiva de la mujer.











Conflict is gendered. In war and violence there are experiences, which, although they are specific to men or women, cannot be assumed to be representative nor are there prescribed ways of viewing, reflecting upon, writing, inscribing, and creatively portraying conflicts. In this collection, our contributors investigate some of the multiple ways in which women’s stories of conflict have been interpreted and represented. 
Textual representations of war often show that men are perceived to be the primary social actors in war. They fight on the battlefield for home and country. This public hero soldier who engages in armed combat in a distant space may be a reality for those left behind, but he is also a myth. So too is the concept that wars are fought in isolated zones away from everyday life. The violence of conflict rents life asunder, at both public and private levels, for both sexes. 
With the so-called ‘war on terror’ the subject of much contemporary controversy, war studies is becoming an ever-growing field, and women’s involvement in global conflict over the past twenty years has gained momentum as the focus of scholarly investigation. A key text written in 1987, Jean Bethke Elshtain’s Women and War, examined the ways in which societies configure themselves through their war stories, that is the narrative frame in which accounts of conflict have been told.​[1]​ Miriam Cooke and Angela Woollacott in Gendering War Talk and Miriam Cooke in Women and the War Story drew attention to the neglect by many critics of women’s involvement in war and provided some parameters within which other studies could engage.​[2]​ Later texts by Cynthia Enloe, Bananas, Beaches and Bases: Making Feminist Sense of International Politics (1990) and her more recent Manoeuvres: the International Politics of Militarizing Women’s Lives (2000) further challenged assumptions made with regards to women’s complex role in conflict situations.​[3]​ Enloe drew attention not only to how women can be victims of a global capitalist system, but also to the layers of complicity in their engagement with what is sometimes described as the ‘war machine’. In his recent text, War and Gender: How Gender Shapes the War System and Viceversa (2001), Joshua S. Goldstein, in a comparative analysis, directly focused on how war is gendered, as he negotiated the many twists and turns in the development of the essentialist/anti-essentialist debates.​[4]​ Each of these texts examined women’s roles in war through a social, textual and political framework. 
The importance of Latin American women’s participation in a variety of roles has similarly become the focus of study of several edited collections and monographs, beginning with the seminal book by Sarah A. Radcliffe and Sallie Westwood, Viva: Women and Popular Protest in Latin America (1993), which focused on Mesoamerican and Caribbean women’s experiences of conflict from a socio-historical perspective.​[5]​ This trajectory has been followed and consolidated by other important texts such as Nikki Craske’s Women and Politics in Latin America (1999), Jennifer Browdy de Hernandez’s Women Writing Resistance: Essays from Latin America and the Caribbean (2003) and Rosario Montaya, Lessie Jo Frazier and Janise Hurtig’s Gender’s Place: Feminist Anthropologies of Latin America (2002).​[6]​ Each of these is an important text which deals with women’s autobiographies and fictional production but does not directly engage with the issue of conflict as a centrepiece of women’s factual and fictional writings. There have been monographs produced on individual writers and countries such as Julia Tuñón Pablos’ Women in Mexico: A Past Unveiled (1999), and many discrete academic articles on individual texts, contexts and writers. Thus far, however, there has been no attempt to examine women’s creative responses to conflict in a transnational Latin American context. 
Latin America witnessed extraordinary levels of violence in the twentieth century. These conflicts permeated all walks of life and changed irrevocably the social and political landscapes. There were those who fought, nursed, survived, were tortured, went into exile, lost loved ones, campaigned and lived to represent it. Out of these traumas came creativity, born of a need to narrate what had happened, whether witnessed or experienced first hand, or to create a record of the many ruptures in the personal, social or national that conflict produced. Here we gather a sample of the polyphony, the heterogeneous forms and styles, which have been employed and created to express women’s reactions to the experience of conflict. The collection is organized around the foci of gender, narrative and conflict; our aim is to strike a balance between recognizing the specifics of context (the continent, the nation, the historical period or political phase), and allowing the reader to transcend the loci, milieux and eras and thereby find commonalities, or draw parallels with the contexts in which they themselves are more familiar. 
Susan Sontag, in Regarding the Pain of Others, wrote of war photography: ‘[l]ook [...] this is what it’s like. This is what war does. And that, that is what it does too. War tears, rends. War rips open, eviscerates; war scorches. War dismembers. War ruins’.​[7]​ In a similar fashion, writers and artists have utilised the tools at their disposal to call attention to the multiple aspects of conflict as they have experienced it.
This collection therefore represents an important attempt to bring together a wide range of fictional and non-fictional representations of conflict and gender in twentieth-century Latin America, thereby creating the groundwork for the present century in the hope that knowledge of the recent past will inform future studies. By allowing for broad and inclusive definitions of the concept of conflict, we avoid any easy categorization of women’s experiences and textual representations and have thus sought to maximize the potential for new common lines to be drawn from the essays. Likewise, by incorporating both fiction and non-fiction, we recognize the strategic importance of genre to women’s textual representation but avoid the facile classification of fact/fiction, truth/invention, thus foregrounding the politics of writing over issues of truth and authenticity, and further complicating these simple binarisms which lie at the heart of critical debates. 
While the private has long been seen to be the purview of women, the essays in this book show that they inhabit both of these spaces and have multiple roles in conflict. They are victims and actors, agitators and conservatives, soldiers and pacifists, and so on. The aim of this book is thus also to challenge accepted notions of women’s involvement in conflict in Latin America by acknowledging and allowing space for complexity and contradiction of self, life and narrative to exist, just as it does in the lives and writing of subjects of all kinds. 
Traditional war narratives inscribe women as bystanders, passively waiting for their menfolk to return from distant sites of conflict; they are local colour as the silent indigenous figure, or provide some sexual interest as lover or prostitute.​[8]​ They are rarely agents or active participants in the narrative. To challenge this perception, we have brought together a strong collection of essays which address an eclectic range of texts and artistic production – from novels to testimonio, from fine art to poetry – which reflects the variety and scope of women’s creative and imaginative responses to conflict.
Conflict is not the only commonality between each of these writers; there are many themes, narrative and political strategies, and tropes which recur in these essays. We shall reflect on some of these here. The writers and artists described and analyzed in this collection engender a combination of the public and private, personal and political, fictional and non-fictional in ways which do not undermine the terms of each pair. We gather artists who not only demonstrate the gendering of history but also the historicizing of gender as an ever-evolving concept. 
Therefore, in an era when the significance of gender is under question in varying ways in many contexts, why is it still relevant to talk about women’s writing?​[9]​ Firstly, the subjects under discussion in this book all self-identify as women, and we can thus take it that their subjectivity is (albeit not unproblematically) defined as such. Secondly, women’s engagement with conflict deserves a greater degree of analysis and consideration. Whilst particular instances of women’s participation in violent struggle have garnered attention (recent publications on soldaderas in Mexico are a case in point) women still generally remain the invisible actors in conflict.​[10]​ Their stories are only beginning to be considered. This collection shows a lively sampling of those narratives which gives an indication of the strength and range of women’s reflections on violence, and paves the way for further study.




Disorder, chaos and creativity


Fact and fiction constantly interweave as thematic concerns in these essays. Life-writing such as testimonio has long explored the tensions between fact and fiction, history and literature. In many respects, testimonio brought women’s roles in conflict situations to the fore. While much critical energy has been expended on debating the formal or aesthetic concerns of testimonio, the primary political functions of this hybrid genre has been to draw attention to women and their communities’ involvement in wars, and to raise consciousness with potential readerships.​[11]​ This is examined in relation to performance in the essays by Kitty Millet and Par Kumaraswami. Both take their discussions away from an examination of simple binary oppositions and consider the social and historical conditions which created the need for such performative texts, and their interaction with gender concerns. Leslie Goss Erickson, María de la Cinta Ramblado-Minero and Niamh Thornton negotiate the same debate from a different angle: they question what happens when a writer fictionalizes her life experiences, or takes fact and creates an alternative narrative.
Because the conflicts which are being represented are real events, those contributors examining fictional texts logically consider how the authors tie in fact and fiction. On the other hand, fact is a nebulous thing, and when a work purports to be factual, it draws in its own difficulties. There are always pieces of information that can be verified, but, as Millet queries, what happens when the primary basis for the account is memory? Not only is it highly subjective and unreliable, it is also, as Millet points out, deeply affected by trauma. The trauma of conflict is not just visible in the physical wounds; it is also present in the psychological damage and the historical burden inherited by societies which have experienced war.​[12]​ 
Displacement is a significant theme brought forward by some of the essays in this collection. For Ramblado-Minero and Goss Erickson, it is a reflection on how exile and emigration has influenced the career trajectories of two prominent writers, Isabel Allende and Julia Alvarez. Andrea O’Reilly Herrera’s study, the result of interviews with artists, gathers first-person accounts of exile and alienation. Her subjects describe very different ways of surviving exile, with each woman choosing a distinct artistic means and range of strategies to explore her experiences. While O’Reilly Herrera’s interviewees left Cuba to reside in the US, the writers Kumaraswami examines left Cuba for the US and decided to return. Kumaraswami shows how these testimonio writers’ ‘conciencia revolucionaria’ brings the conflict home and into the everyday. Their writing reflects a re-definition and re-negotiation of what conflict means. This invasion into the private of what is often deemed to belong to the public is examined by all of the contributors to this collection. 
Normality is utterly changed by war, and all of those affected are forced to create modes of survival, fashioning new selves or falling back on rigid forms of nationalism to maintain the status quo. Margaret Power explores how conservative women in Chile after the election of Salvador Allende constructed images of history, gender and nationalism which assisted in bringing about the military coup that led to the Pinochet regime. These were privileged women who were interested in protecting their interests, and artfully deployed militaristic metaphors to fashion a national imaginary befitting their aims. In contrast, Lorna Shaughnessy examines the writings of Gioconda Belli, a woman born into the wealth and privilege of the ruling elite who elected to fight for the disenfranchised and poor. In much of her writing, Belli prefigures the female body as the site of this struggle, often equating this poetic figure with the nation and creating sensuous poetry which addresses Nicaragua as a woman. She thus borrows a trope common to poetry by men and shifts its discursive meaning. 
A further development on this concept, and one which is explored by many of the contributors, is the recurrence of the theme of motherhood. Sarah Bowskill, Power, Ramblado-Minero and Thornton consider how the figure of the mother is constructed as the bearer of the next generation and, therefore, represents the future of the nation. Where Power examines conservative women eager to maintain the status quo, Bowskill looks at middle-class women who, although they largely conform to traditional roles, are eager for change and aspire to creating the conditions that will allow the Mexican Revolution to succeed. For these writers, motherhood has onerous responsibilities and obligations. In Ramblado-Minero and Thornton, the characters negotiate new roles and ways of being in their social network, whilst Shaughnessy explores the relationship between fertility and womanhood and examines how the writer portrays the relationship between woman and nature. In addition, Goss Erickson breaks down the different stages of a woman’s life, centring it on her fertility and sexuality, and expands the idea of motherhood beyond purely biological terms. Maternity and womanhood are often seen to be co-terminous. What these narratives show, however, is that not only do women have many more roles in society, but that there are multiple ways of experiencing and interpreting these roles, among them, motherhood. These narratives may have been born of specific contexts, but they are not the inevitable consequence of the same. When reading women’s writing (just as is the case with men’s writing), these contributions argue that the reading must allow for the female subject as agent to negotiate the multiple (historical, political, socio-cultural, literary or artistic) contexts in which the narrative was constructed. 
 In conclusion, then, we intend this collection to suggest a corrective or alternative approach to debates focusing on history/fiction, good/bad literature, truth/invention, debates which have cast individuals, such as Rigoberta Menchú and others, as saint or sinner, or simply not allowed for some voices to be heard.​[13]​ In so doing, we have not dissolved into either relativism or universalism, but encourage the reader to explore the politics of canonization – and the fertile ground for scholarly debate which these have provided the academy – by juxtaposing lesser-known narratives with those by more visible women writers. We are also conscious of the political and textual strategies – always contingent, sometimes also consistent and coherent – which have supplied models, inspiration, traditions and spaces for women writers and artists to work, as well as offering occasional warnings about the risks of transgression. 
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La obra de Isabel Allende no necesita introducción. Desde 1982, año en que se publicó su primera novela, La casa de los espíritus, la escritora chilena ha producido numerosas novelas, cuentos, memorias e incluso un atípico libro de cocina erótica. En general, su producción puede dividirse en dos claros periodos, la etapa latinoamericana y la etapa de aculturación. Las novelas pertenecientes a la primera etapa están marcadas por un fuerte sentimiento latinoamericano, localista en La casa de los espíritus y De amor y de sombra, y más universal o continental en Eva Luna y Cuentos de Eva Luna. La segunda etapa de su producción narrativa comienza con El Plan Infinito, obra que aparece como claro marcador del proceso de aculturación asociado con la integración en el nuevo mundo que rodea a la escritora. A partir de su novela de 1991, el compromiso político, conectado a la inminente necesidad de testimoniar y dar a conocer la realidad política de Chile en los años 70, comienza a diluirse en una crítica, si bien mucho más soslayada, tanto de la sociedad e historia estadounidenses como de la historia de Chile.​[14]​ En mi opinión, el compromiso latinoamericano característico de su producción primera ha desaparecido a favor de temas muchos más vendibles en el mercado literario actual, sobretodo el estadounidense.
De este modo, aunque la crítica actual no parece hacerse mucho eco de ello, no se trata simplemente de una evolución, sino de una metamorfosis; la Isabel Allende que escribe en los noventa y ahora en el siglo veintiuno, no es la misma escritora, comprometida y marcada por el desarraigo del exilio que escribió sus tres primeras obras, obras en las que la concienciación política ocupa un papel primordial en el desarrollo de los personajes y en la estructuración de la trama. Por ello, he decidido recuperar esas novelas para este artículo, y examinar cómo los personajes y las historias mismas de La casa de los espíritus, De amor y de sombra y Eva Luna sirven a Isabel Allende de instrumento para materializar, conceptualizar y entender su propio proceso de despertar político en un país arrasado por un violento golpe de estado y una cruenta dictadura en la segunda mitad del siglo veinte.
En mi análisis, procederé primero a analizar el carácter alegórico, o lo que yo defino como capacidad alegórica, de ciertos elementos en las novelas mencionadas. Seguidamente, exploraré el desarrollo de sus personajes femeninos principales para mostrar que éstos se conciben como alter egos y reflexiones del despertar político de la misma escritora, y a este respecto, expondré brevemente una serie de conclusiones al final de mi estudio en las que intentaré explicar la evolución de la producción de la escritora chilena. 
	La capacidad alegórica de las obras de Isabel allende se entiende como el potencial representativo que la escritora chilena adscribe a una serie de elementos en su ficción. En la mayoría de sus obras, sobretodo en la primera etapa, los relatos, los personajes, los acontecimientos, y la localización temporal y espacial tienen un referente extratextual que es de gran importancia para la autora.
	En la narrativa de Isabel Allende es posible observar un uso recurrente de la alegoría que va desapareciendo a medida que se desarrolla su trabajo como escritora. Esta capacidad alegórica es muy fuerte en sus tres primeras novelas, mientras que, como anteriormente apuntado, el resto de su obra de ficción hasta la fecha parece carecer de dicho rasgo, el cual es sustituido por una estrategia representativa que refleja el proceso de exilio y aculturación de la novelista.
	En las dos primeras novelas de Isabel Allende, La casa de los espíritus (1982) y De amor y de sombra (1984), el elemento alegórico está claramente determinado por el contexto político chileno, mientras que en Eva Luna (1986), la alegoría es mucho más personal, ya que está marcada por la aceptación de la condición exílica y el descubrimiento final de la escritura como modo de creación identitaria.
	El aspecto alegórico más relevante en La casa está relacionado con el tono premonitorio que impregna el texto. En este punto, es importante recordar que la novela se caracteriza por su condición profética, es decir, que la novela ‘contains a divinatory force that matches the deterministic force of history’ (Mandrell 240). Desde el principio del texto, se hace consciente al lector y a la lectora del hecho que el texto que leemos es escrito para que la narradora principal, Alba, ‘sobreviv[a] a [su] propio espanto’ (La casa 9). De este modo, se establece a priori la tragedia inevitable que se avecina: el golpe militar y sus violentas consecuencias inmediatas e, igualmente, el destino final del mundo descrito en la novela, ya fijado desde el principio de la narración.
	El epítome de este trágico desenlace es el régimen patriarcal de Esteban Trueba, cuyo despotismo y crueldad nos ofrecen un anticipo a nivel familiar de lo que las Fuerzas Armadas harán a nivel nacional. Trueba es inmune a las leyes porque, como miembro de la oligarquía, él hace la ley, al igual que la Junta Militar hará en el futuro.​[15]​ A lo largo de la primera parte de la novela, la del mundo mágico de Clara, se percibe un gran contraste entre el universo de Esteban y el de su esposa, entre la obsesión del patriarca con el orden y la ‘civilización’ –valores identificados con la ideología patriarcal y el conservadurismo– y el ‘barbarismo’ de Clara –asociado con la naturaleza, la feminidad y el liberalismo (Swanson 152-4). Este conflicto no debe percibirse exclusivamente como una oposición entre lo masculino y lo femenino. De hecho, puede interpretarse como un enfrentamiento entre el poder colonizador (o neocolonizador) y grupos marginales que incluyen a las mujeres, la población indígena y la disidencia política.​[16]​ 
	En este sentido, cabe interpretar la violación de Pancha García y todos los demás abusos de Trueba en su tratamiento de los campesinos desde un punto de vista poscolonial, como también puede interpretarse la dictadura. Ambos tipos de violencia y abuso tienen como objetivo al indígena, al marginado y son ejercidos tanto por la oligarquía conservadora como por el ejército y el neo-colonizador estadounidense. Siguiendo esta línea de interpretación, las excentricidades de Clara y el ‘primitivismo’ de los campesinos aparecen como símbolo anticipatorio de la ideología de izquierdas (amenaza contra el orden oligárquico defendido por Trueba y sus iguales) tal y como se desarrollan posteriormente en el texto. A los ojos de Trueba, y el conservadurismo que representa, la izquierda aparece representada como un salvaje monstruo que viene a destruir el orden vertical de la sociedad conservadora. Un ejemplo claro del temor que la izquierda inspira en los conservadores puede observarse en la propaganda usada por Trueba en su campaña electoral, en la cual juegan un importante papel ‘los afiches truculentos donde aparecía una madre barrigona y desolada, que intentaba inútilmente arrebatar su hijo a un soldado comunista que se lo llevaba a Moscú’ (La casa 318). Asimismo, tras la victoria de la coalición de izquierdas, las clases privilegiadas se sienten realmente amenazadas, ya que ‘habían terminado por creer en su propia campaña de terror y estaban convencidos que la poblada los iba a despedazar o, en el mejor de los casos, despojarlos de sus bienes y enviarlos a Siberia’ (323).
	De la misma manera que las diferencias entre Esteban y Clara llevan a la aparición de ‘una frontera invisible’ (214) entre ellos, la victoria del candidato socialista se identifica como la marca visible de la división del país en ‘dos bandos irreconciliables’ (324).​[17]​ La violenta represión que Trueba ejerce contra el ‘barbarismo’ de su esposa y contra la falta de civilización de los campesinos, como puede verse, por ejemplo, en su ataque contra Pedro Tercero García, constituye una representación premonitoria del golpe de estado y la ley marcial que entrará en vigor posteriormente en la novela. El significado profético de Esteban Trueba es enfatizado en el texto mediante comentarios como ‘[t]uvo la habilidad de ser el primero que llamó a la izquierda ‘enemiga de la democracia’, sin sospechar que años después ése sería el lema de la dictadura’ (292). Más adelante, Trueba llega incluso a participar en la conspiración contra el Presidente:

salió de su refugio y se dirigió a una casa campestre en los alrededores de la ciudad, donde se llevó a cabo el almuerzo secreto. Allí se juntó con otros políticos, algunos militares y con los gringos enviados por el servicio de inteligencia, para trazar el plan que tumbaría al nuevo gobierno: la desestabilización económica, como llamaron al sabotaje. (325)​[18]​

De este modo, la primera parte de La casa de los espíritus se erige como una evidente representación alegórica de la segunda. El microcosmos de la familia Trueba anticipa el triunfo del autoritarismo y la aniquilación de la democracia. 
	De amor y de sombra (1984), la segunda novela de Allende, no es tan rica y diversa en elementos alegóricos. Sin embargo, un componente del texto que sí corresponde a la capacidad alegórica que Allende otorga a su trabajo es la caracterización de los personajes, especialmente en el caso de Beatriz Alcántara, madre de la protagonista Irene, la cual ‘existe como legión, formando un cuerpo de miembros del sector público que apoyan con su ignorancia los abusos de la dictadura chilena’ (Weaver 79). Su comportamiento es representativo de la manera de actuar de los ‘momios’, el grupo social así llamado que presenta una ‘conducta simiesca que repite, imita, acepta lo dicho ‘desde arriba’ exhibiendo, de ese modo, el carácter subordinado de su mentalidad y la anestesia moral de que padece’ (Lorente Murphy 177).
	Como parte de esta estrategia representativa, Allende también impregna al resto de sus personajes de este carácter alegórico, pues es fácilmente identificable que la mayoría de los personajes de la novela representan a un sector determinado de la sociedad chilena de la década de los setenta. Los personajes de De amor y de sombra nos ofrecen un retrato abreviado de la sociedad durante la dictadura. En este sentido, los personajes se conciben como estereotipos (en el buen sentido del término) de la sociedad chilena y, de este modo, convierten la novela en una crónica documental en la que los personajes carecen de profundidad emocional fuera del contexto político del libro. Tanto Francisco Leal como su hermano José, el sacerdote, colaboran con la Vicaría de la Solidaridad.​[19]​ Ambos representan a ese sector de la sociedad y la Iglesia que proporcionan atención y ayuda a las víctimas de la represión gubernamental. Evangelina Ranquileo, torturada, violada y asesinada por elementos de las ‘fuerzas del orden’ es clara representante de las víctimas del autoritarismo. El valor de este personaje está evidentemente relacionado con la contundente denuncia de la violación de los derechos humanos en el Chile de la época. Asimismo, Digna Ranquileo es representativa del colectivo de familiares de los desaparecidos, al igual que Evangelina Flores. Esta última también termina por convertirse en exiliada y, por tanto, da voz a los refugiados y exiliados que, desde fuera del país, luchan por la justicia para las víctimas del régimen. Finalmente, los miembros de las fuerzas armadas que aparecen en la novela representan a dos grupos claramente diferenciados en el ejército. El teniente Juan de Dios Ramírez aparece como personificación de la DINA, es decir, la policía política; él es el epítome de la represión, de la purga de la sociedad a manos de la dictadura. Esta labor represiva se asocia obviamente al abuso de poder, claramente textualizado en la novela a través, por ejemplo, de las palabras del sargento Faustino Rivera, en su relato del rapto y violación de Evangelina Ranquileo: 

se abrió el cinturón de cuero y el cierre de los pantalones y se abalanzó sobre ella con una violencia inútil, pues no encontró resistencia. La penetró apresuradamente, aplastándola contra el piso metálico de la camioneta, estrujando, arañando, mordiendo a la niña perdida bajo la mole de sus ochenta kilos, los correajes del uniforme, las pesadas botas, recuperando así el orgullo de macho que ella le arrebató ese domingo en el patio de su casa. (De amor 234, la cursiva es mía)

Las relaciones de poder que forman la base del régimen dictatorial, así como la violación de derechos humanos evidente en el abuso sexual de Evangelina son aquí expuestas mediante la oposición binaria entre el débil y el fuerte, el indefenso y el poderoso. La fragilidad de la joven inocente, perdida e inconsciente es desvelada y aprovechada por el violento teniente, el cual une en su abuso la represión de lo desconocido –peligroso para la dictadura– y la imposición del dominio masculino sobre la, en este caso, frágil sexualidad femenina. 
Finalmente, el Capitán Gustavo Morante, novio de la protagonista, y el anteriormente mencionado Sargento Rivera, pueden considerarse ejemplos de la disidencia dentro de las mismas Fuerzas Armadas. Ambos oficiales están radicalmente en contra de la violencia generalizada contra la población e intentan hacer algo al respecto. El Sargento Rivera considera que ‘[l]os civiles se sublevan con cualquier pretexto, hay que desconfiar de ellos y aplicarles mano dura, como dice mi Teniente Ramírez. Pero tampoco se trata de matar sin legalidad, porque eso sería una carnicería’ (231). Por su parte, el Capitán Morante, tras tomar conciencia de la realidad a causa de la experiencia de Irene, ‘‘[n]o soportaba más la maquinaria represiva a la cual sirviera con lealtad pensando siempre en los intereses de la patria. El terror, lejos de propiciar el orden como le enseñaron en los cursos para oficiales, había sembrado un odio cuya cosecha sería fatalmente mayor violencia’ (267). El Sargento Rivera le dice a Irene que ha decidido aclarar lo sucedido con Evangelina: ‘Estoy decidido a llegar hasta el fin, iré a la Corte, juraré sobre la bandera y la Biblia, le contaré la verdad a la prensa […] porque Pradelio y Evangelina merecen justicia, eran mis parientes’ (233); Morante, también desilusionado con el régimen al que ha jurado lealtad, está dispuesto a intentar el cambio: ‘Sus años de carrera militar le dieron un profundo conocimiento de la Institución y decidió emplearlo para derrocar al General’ (267). Sin embargo, como es de esperar, ambos personajes se convierten en víctimas de la represión contra la que intentan pronunciarse, recordando al lector las primeras víctimas de la represión: los soldados leales a la democracia.​[20]​ El Sargento Rivera ‘no alcanzó a prestar declaración ante el juez, porque esa misma noche lo arrolló una camioneta blanca que se dio a la fuga, matándolo en forma instantánea’ (236); y Morante es arrestado por la policía secreta y torturado hasta su muerte:​[21]​ ‘Fue detenido y sobrevivió setenta y dos horas. Ni los más expertos pudieron obligarlo a delatar los nombres de otros implicados en la rebelión, en vista de lo cual lo degradaron y su cadáver fue simbólicamente fusilado por la espalda al amanecer, como escarmiento’ (267).
	La correspondencia entre personajes y colectivos sociales hasta aquí discutida es bastante clara y directa. Sin embargo, el personaje de Irene debe explicarse de otra manera, pues ejerce una doble función. Por un lado, es personificación obvia de los periodistas que comenzaron a documentar la represión de la dictadura chilena, pero por otro, es una representación ‘personal’ del desarrollo político de Isabel Allende hasta el comienzo de su exilio. Desde este punto de vista, De amor y de sombra es un relato testimonial porque, como otros textos similares: ‘by means of the personal stories of eyewitnesses (real or invented), it fosters a subversion of the versions of history put forward in contemporary political propaganda or in the versions of history canonized by phallocentrism’ (López de Martínez 24). No obstante, si bien el narrador del testimonio desempeña el papel de agente o testigo de los hechos (Muñoz 62), el caso de la segunda novela de Allende presenta cierta ambigüedad, pues Irene, como personaje de ficción no experimenta la realidad extratextual en la que se basa el testimonio, pero Allende, escritora del texto, es testigo de la dictadura y personaje activo en su propio despertar político, funciones todas que proyecta en el personaje de Irene Beltrán. Asimismo, Allende no es testigo o participante en los hechos que rodean al descubrimiento de los hechos de Lonquén, mientras que Irene sí es agente en la investigación de Los Riscos. Así pues, el personaje de Irene Beltrán es una amalgama que resulta de los esfuerzos literarios y testimoniales de la novela: por un lado, es el alter ego de Allende, ya que su proceso de despertar político y exilio es paralelo al de Allende; por otro, es un personaje absolutamente ficticio pues se convierte en agente fundamental en el descubrimiento de la fosa de Los Riscos, ficcionalización literaria de los hechos reales ocurridos en Lonquén en 1978. Esta identificación parcial entre la autora, la narradora y la protagonista es evidente también en La casa de los espíritus, donde Alba y Allende parecen tener la misma voz, pues aquélla cuenta la historia de su familia, la cual es una ficcionalización de la de Allende. Mediante el uso de narradores de este tipo, que se mueven dentro y fuera del texto, Allende intenta ofrecernos su propia perspectiva particular sobre la historia de su país.​[22]​ 
	En consecuencia, tanto La casa de los espíritus como De amor y de sombra se sitúan en la frontera entre la ficción y el testimonio. Desde el punto de vista de la ficción, ambas novelas desarrollan personajes y acontecimientos inventados, pero también ofrecen un testimonio, subjetivo y particular, de la historia de Chile desde comienzos del siglo veinte hasta el golpe de 1973 en el caso de La casa de los espíritus, y una crónica documental sobre el descubrimiento de la fosa de Lonquén en 1978 en De amor y de sombra. En este sentido, ambos textos se encuentran a caballo entre el testimonio y la novela testimonial, lo cual plantea ‘issues of historiography and artistic elaboration, […] tensions between ethics and aesthetics, the role of the author, and the economics of production’ (Craft 3). Igualmente, y directamente asociado al más amplio carácter ‘latinoamericano’ que Allende pretende asignar a su narrativa, especialmente a su primera obra, si su intención es ofrecer cierto tipo de testimonio, la universalidad del texto es claramente contradicha y cuestionada por el texto mismo, ya que el relato se concibe como un ejercicio de la memoria, como una catarsis para Allende, una reinterpretación de la historia desde una perspectiva personal y por tanto especialmente subjetiva. Siguiendo esta línea, el carácter testimonial que se les asigna a las voces narrativas y las experiencias de las protagonistas de ambas novelas es también ciertamente problemático, ya que borra y confunde los límites entre la autobiografía, el testimonio y la ficción.​[23]​
	Eva Luna (1987) es sin duda la novela más alegórica de la primera etapa de Allende. Esta tercera novela puede leerse como relato de formación o como picaresca (Rivero 147), pero a otro nivel es también un análisis metafórico del camino hacia la autorrealización de Isabel Allende como artista. El relato constituye un viaje alegórico a través de la trayectoria vital de la escritora chilena, tanto desde el punto de vista literario como en lo que respecta a su experiencia como mujer latinoamericana. Estos factores son una clara continuación de las estrategias observadas en sus novelas anteriores, pero también suponen un cambio radical en la producción de la novelista, ya que Eva Luna cambia la localización específica de Chile (si bien innecesariamente camuflada) por una más amplia que, a través de Venezuela, intenta representar a toda América Latina: ‘Cuando escribí la novela vivía en pleno mestizaje. Tomé conciencia de razas, de las dos culturas en que vivía, la del sur y la del Caribe. Comprendí que soy hija de todas esas migraciones que llegan a la alucinada geografía de nuestro continente’ (Allende y Correas 102). En este sentido, aunque Isabel Allende ha enfatizado en numerosas ocasiones la universalidad de sus dos primeras novelas, el elemento regionalista o localista que aparece en ellas, es claramente inidentificable en su tercer relato.​[24]​
	Al margen de su universalidad, la tercera novela de Allende es una novela de carácter personal, en la que elementos como el mestizaje, la creación como instrumento de supervivencia, la autorrealización y el despertar político se exploran a través de la protagonista en un intento de elucidar el significado de la experiencia de la autora tal y como la conocemos posteriormente en sus memorias, Paula (1994), y en trabajos periodísticos varios. De hecho, el carácter testimonial antes mencionado de La casa de los espíritus y De amor y de sombra, concebidas como denuncias de los crímenes de la dictadura chilena, está conectado al proceso exílico (tanto interior como geográfico) no sólo de las protagonistas sino también de la escritora. En La casa de los espíritus, por ejemplo, es evidente en la actitud y el cambio en la voz narrativa que Alba es la protagonista de un gradual despertar político que culmina con el comienzo de su escritura testimonial dentro de la novela, expresión del intento de Isabel Allende de entender su propia experiencia como ciudadana. De acuerdo a este desarrollo, la novela puede dividirse en dos partes que coinciden con las experiencias de las dos protagonistas y narradoras esenciales: Clara y Alba. En la primera parte se observa cómo el carácter evocador, la nostalgia por el mundo perdido, domina el texto, mientras que en la segunda, el elemento testimonial se apropia del relato. La mayor parte de la primera mitad de la novela se centra en los avatares de Clara y su mundo mágico, el cual parece proteger a sus habitantes mediante el mantenimiento de una inocencia posteriormente destruida por el golpe del General, versión literaria del golpe militar de Augusto Pinochet en 1973:

‘Yo creía que el mundo era bueno […] Pero cuando los militares dieron el golpe en el 1973 comenzó otra vida, una vida en las sombras […] yo había estado viviendo en una burbuja de una ingenuidad e inocencia casi infantiles’ (Allende en Hernández 4).

El universo mágico de Clara, no obstante, tiene también sus propias sombras, que la narradora presentará como origen del desastre que se avecina: diferencias de clase, rivalidades políticas, rencillas y venganzas familiares. Como ejemplo puede mencionarse la gran laguna social entre los Trueba y los García, que aparece en esta parte de la novela como clara representación de las diferencias sociales en el Chile de entonces. Este cisma irreconciliable es el germen de la violencia venidera, pues alimentará el odio y el deseo de venganza y perpetuará oposiciones y desconfianzas políticas. Estas sombras se extienden paulatinamente sobre el mundo de Clara y se apoderan de la gran casa de la esquina y de las vidas de los protagonistas en ‘la época del estropicio’, que comienza con la muerte de Clara, y el terror de la dictadura. Tras la muerte de Clara, es Alba quien toma la palabra y se convierte en la narradora principal de la novela. El relato de Alba pierde el carácter evocador de un pasado digno de recordar y se transforma en un testimonio de la represión militar, de la que Alba sufre las consecuencias en su propia carne.​[25]​  De esta manera, la novela aspira a transformarse en testimonio de la realidad frente al discurso oficial de la dictadura, y tanto Alba como Allende conciben su relato como una denuncia de los hechos ocurridos en su país y de los desastrosos efectos para el mundo que conocían, el mundo mágico de Clara. Ambas mujeres, la escritora y su alter ego en la novela intentan encontrarle sentido a la vida a través de la escritura, intentan descifrar el significado del rompecabezas en el que se encuentran inmersas y así ‘rescatar la memoria del pasado, sobrevivir a su propio espanto, encontrar sus raíces, sacarse de adentro lo que la[s] está pudriendo’ (Coddou 11-2). Para Alba e Isabel, escribir se convierte en una estrategia de supervivencia, al igual que lo será para Eva Luna y para la misma Allende una vez más cuando tenga que enfrentarse a la enfermedad y muerte de su hija en Paula.
	La supervivencia, el despertar de la conciencia política, el descubrimiento de la identidad propia… Todos estos elementos se unen en la creación de los personajes de la escritora chilena, y a través de ellos, encuentra la creadora el camino hacia su propia autorrealización, tanto en la esfera privada como en la pública. Sin embargo, ya que la colección en la que aparece este trabajo se centra en la relación de la mujer con las circunstancias históricas y políticas que la rodean y de las que es partícipe, me concentraré en la experiencia pública de los personajes más contemporáneos (extratextualmente hablando) dentro de las novelas mencionadas: Alba, Irene y Eva.
	Desde Alba en La casa de los espíritus a Aurora en Retrato en sepia, Allende elabora y desarrolla, por no decir que repite, el personaje de la mujer nueva (Da Cunha-Giabbai 27-39), es decir, la mujer que va a concebir su experiencia y su identidad en la esfera de lo público. Sin embargo, todas ellas, quizás con la excepción de Eva Luna, aún definen parte de su identidad a través de la experiencia romántica, del amor. Asimismo, también observamos que si bien la conciencia política de las tres primeras protagonistas de Allende forma parte esencial de su construcción identitaria, el despertar a las vicisitudes socio-políticas del entorno se va difuminando en las mujeres nuevas de sucesivas novelas, a pesar de que la conciencia social y la solidaridad son una constante en los personajes.
El primer ejemplo de la mujer nueva en la narrativa de Allende es Alba. De la misma manera que Blanca se marcha de su país tras el golpe de estado para ‘vivir en el exilio el amor postergado desde su niñez’ con Pedro Tercero García (La casa 372), Alba se queda por la misma razón, por el amor que la une a Miguel. Muchos estudiosos de la primera novela de Allende consideran que Alba constituye la culminación del desarrollo femenino en La casa de los espíritus. Alba parece integrar de manera exitosa sus deseos íntimos y privados con su autorrealización pública, yendo a la universidad, sintiéndose libre para transgredir las barreras sociales contra las que chocó su madre, y, sobretodo, participando activamente en los acontecimientos históricos a través de su experiencia como militante política y víctima de la represión dictatorial. No obstante, toda esta experiencia política, especialmente en relación con sus consecuencias finales, se define a través de las emociones, de los sentimientos, pues el compromiso político de Alba está, al menos parcialmente, motivado por su relación con Miguel, y su decisión final de permanecer en su país en lugar de marcharse al exilio se origina también en su amor por él: 

Quiero pensar que mi oficio es la vida y que mi misión no es prolongar el odio, sino sólo llenar estas páginas mientras espero el regreso de Miguel, mientras entierro a mi abuelo […], mientras aguardo que lleguen tiempos mejores, gestando a la criatura que tengo en el vientre, hija de tantas violaciones, o tal vez hija de Miguel, pero sobre todo hija mía’ (La casa 411)

De las palabras de Alba se puede inferir cierta pasividad, cierta falta de autodeterminación y también una dependencia casi excesiva de su relación con Miguel. Asimismo, y volviendo a enfatizar el determinismo de la historia, la fuerza del destino, que ya se establece al comienzo de la novela, Alba considera que lo único que puede hacer es esperar, dar constancia de los hechos, pero esperar al cambio, esperar un futuro mejor. Este determinismo se contradice con la caracterización del personaje que rescata a Alba de la intemperie, ‘una de esas mujeres estoicas y prácticas de nuestro país’ (407). Esta mujer trabajadora, residente en una de las poblaciones obreras en las afueras de la capital, aparece como representativa del grupo social que derrocará a la dictadura: ‘Entonces supe que el coronel García y otros como él tienen sus días contados, porque no han podido destruir el espíritu de esas mujeres’ (408). Esto supone un gran tributo a la clase trabajadora, pero, por otro lado, al asumir que esta mujer y el colectivo social al que pertenece lucharán contra el régimen autoritario, Alba escoge la opción más fácil. De la misma forma que su abuela Clara delegaba en otros para mantener en funcionamiento la gran casa de la esquina, Alba asigna a la clase trabajadora la tarea del cambio político.
	Irene Beltrán, la heroína de De amor y de sombra, constituye, a mi juicio, una evolución con respecto a Alba, pues, aunque su despertar político se ve reforzado por su relación con Francisco, la nueva protagonista lleva esta concienciación hasta sus últimas consecuencias.​[26]​ En su búsqueda de la desaparecida Evangelina Ranquileo, Irene termina descubriendo una fosa común de campesinos asesinados por las Fuerzas Armadas. Tras este hallazgo, nuestra protagonista decide posicionarse contra la dictadura, lo cual la llevará primero al borde de la muerte y finalmente al exilio forzado y precipitado para proteger su propia vida. La diferencia fundamental entre Alba Trueba e Irene Beltrán es que el compromiso político de ésta es mucho más genuino; Irene asume ella misma la tarea de cambiar la situación en su país, o al menos denunciarla, del mismo modo que lo hacen muchos de los personajes de la novela. Así, Irene, Francisco y su círculo de apoyo asumen la responsabilidad delegada exclusivamente en la clase obrera en La casa de los espíritus. A pesar de las diferencias entre las protagonistas de las dos novelas, merecen mencionarse también sus similitudes. Ambas mujeres han crecido en un mundo protector, una burbuja de inocencia que las ha rodeado durante buena parte de su vida. Pero este universo es destruido en ambos casos por el golpe militar y la dictadura. Sin embargo, el proceso de concienciación política de Irene es mucho más dramático que el de Alba. Esta última se introduce en el mundo de la ideología política gracias a Miguel antes de que las Fuerzas Armadas erradiquen el sistema democrático. Por el contrario, hasta la desaparición de Evangelina Ranquileo, Irene ha vivido en un mundo frívolo, de prensa sensacionalista y culto a la belleza, completamente aislado de la realidad política y social del país; un mundo mantenido y reforzado por el comportamiento de su madre y su relación con el Capitán Gustavo Morante:

Irene Beltrán vivió hasta entonces preservada en una ignorancia angélica, no por desidia o por estupidez, sino porque ésa era la norma en su medio. Como su madre y tantos otros de su clase social, se refugiaba en el mundo ordenado y apacible del barrio alto, los balnearios exclusivos, las canchas de esquí, los veranos en el campo. (De amor 117)

La metamorfosis de Irene puede dividirse en dos etapas. El primer paso en su transformación tiene lugar durante su visita a la Morgue, donde se encuentra de bruces con los horrores de la represión a la que hasta ahora ha sido ajena. Allí, en el depósito de cadáveres, las imágenes de cuerpos mutilados, con huellas de terribles torturas, invaden a Irene, que sufre una transfiguración: ‘Aunque el recorrido por la Morgue duró sólo media hora, al salir, Irene Beltrán ya no era la misma, algo se había roto en su alma’ (118). El segundo y definitivo paso de su despertar a la realidad que la rodea se produce cuando descubre, junto a Francisco, la fosa común de Los Riscos, donde encuentra entre los cuerpos el de la desaparecida Evangelina Ranquileo y los de miembros de la familia Flores:

Irene tomó una roca y la movió con todas sus fuerzas para desprenderla […] Sin pensarlo metió la mano para tantear el interior y en ese instante un grito terrible brotó de sus entrañas y sacudió la bóveda […] Sin soltar a Irene, Francisco dirigió la luz hacia el lugar donde había removido la roca y surgió el primer hallazgo de esa cueva llena de espantos. Era una mano humana, o más bien lo que quedaba de ella. (187)

La diferencia fundamental entre Irene y Alba es que la heroína de De amor y de sombra se responsabiliza de sus propias acciones de una manera más comprometida. Otro aspecto que separa a estos dos personajes es que mientras Alba decide quedarse en su país y esperar tiempos mejores, Irene abandona su tierra natal tras hacer público su horrendo descubrimiento, contribuyendo así a la denuncia de los crímenes de la dictadura. De este modo, Irene se convierte en un personaje similar a esas mujeres marginales cuyo coraje es objeto de alabanza al final de La casa de los espíritus. Dentro del texto en el que se desarrolla su propia historia, la periodista se sitúa en una posición próxima a la de Evangelina Flores, la hija de los campesinos asesinados en Los Riscos, que decide embarcarse en una misión de gran relevancia, ‘denuncia[r] la tragedia de su patria’ (De amor 264). Por tanto, es obvio que de Alba a Irene se produce una evolución del personaje femenino en la narrativa de Allende: si bien Alba tiene conciencia política, Irene la pone en práctica hasta sus últimas consecuencias.
	Sin duda alguna, Eva Luna es la mujer nueva por excelencia en la novelística de Isabel Allende. Si la mujer nueva se define como una mujer que se responsabiliza completamente de sus acciones y se re-inventa a sí misma, Eva Luna es el perfecto ejemplo de esta construcción del personaje femenino. Eva llega incluso a crear una realidad a su gusto para poder re-inventar su propia identidad. Cualquier desarrollo de su propia personalidad es modelado a su medida para alcanzar la autodefinición y la independencia añorada y buscada en cierto modo por todos los personajes femeninos de Allende.​[27]​ 
	Para Eva, el acto de escribir se convierte no solamente en un acto de supervivencia sino en una forma de vida.​[28]​  Eva se concibe a sí misma como texto, como creación propia y usa esa autoría/autoridad para controlar su destino.​[29]​ Asimismo, y en relación directa con el tema que concierne a estas páginas, existe un aspecto común a Alba e Irene en esta tercera novela de Allende: el despertar político de la protagonista. Esta iniciación a la realidad socio-política de su entorno es el resultado, una vez más, de las relaciones sentimentales de la heroína. En este caso, se trata de la relación de Eva con Huberto Naranjo/Comandante Rogelio y con Rolf Carlé. Sin embargo, lo que distingue a Eva en este aspecto es que ella asume su responsabilidad social y política desde el principio, debido especialmente a su origen marginal y a su constante lucha por la supervivencia. De la misma manera que Irene hace pública la oscura realidad de la dictadura, Eva utiliza sus dotes creativas para participar en el movimiento guerrillero y para ofrecer una visión alternativa y subversiva de la realidad política de su entorno a través de la telenovela Bolero. En este aspecto, Eva es el conseguido alter ego de Isabel Allende, quien en estas tres primeras novelas hace uso de la ficción, de la re-creación de la memoria parar denunciar la situación política de Chile en particular y de toda América Latina en general.










La casa de los espíritus (6a ed.; Barcelona: Plaza y Janés, (1982) 1991)
De amor y de sombra (15a ed.; Barcelona: Plaza y Janés, (1984) 1990)
Eva Luna (Barcelona: Círculo de Lectores (Plaza y Janés), (1987) 1988)
El Plan Infinito (Barcelona: Plaza y Janés, 1991)
Paula (Barcelona: Plaza y Janés, 1994)
Hija de la Fortuna (Barcelona: Plaza y Janés/Areté, 1999)
Retrato en sepia (Barcelona: Plaza y Janés/Areté, 2000)

Fuentes secundarias.
Allende, Isabel y Celia Correas, Isabel Allende: Vida y espíritus (Barcelona: Plaza y Janés, 1998)
Boscheto, Sandra M., ‘Dialéctica metatextual y sexual en La casa de los espíritus de Isabel Allende’, Hispania, 72/3 (1989), pp.526-32.
Castro Klarén, Sara, ‘La crítica literaria feminista y la escritora en América Latina’ en P.E. González y E. Ortega, Eds La sartén por el mango: Encuentro de escritoras latinoamericanas, (2a Edición. Río Piedras, Puerto Rico: Ediciones Huracán, 1985), pp.27-46.
Coddou, Marcelo, ‘Las ficciones de Isabel Allende’, Literatura Chilena: Creación y Crítica, 11:1/39 (1987), pp.11-2.
Colomines, Gabrielle, ‘Convergencias y divergencias: De Gabriel García Márquez a Isabel Allende’ en A. Castillo de Berchenko y P. Berchenko, Eds La narrativa de Isabel Allende: Claves de una marginalidad (Perpignan: CRILAUP (Centre de Recherches Ibérique et Latino-Américaines de l’Université de Perpignan), 1990), pp.39-68.
Craft, Linda J., Novels of Testimony and Resistance from Central America (Gainesville: University Press of Florida, 1997)
Da Cunha-Giabbai, Gloria, ‘La mujer hispanoamericana hacia el nuevo milenio’ en Juana Alcira Arancibia y Yolanda Rosas, Eds La nueva mujer en la escritura de autoras hispánicas. Ensayos críticos (Montevideo: Instituto Literario y Cultural Hispánico, 1995), pp.27-39.
Finnegan, Nuala, ‘Isabel Allende and the Importance of Being Feminist in La casa de los espíritus’ en Miranda Steward, Ed. Viajes por España y América Latina: Essays in Honour of John C. McIntyre (Glasgow: University of Strathclyde Publishers, 1999), pp.72-91.
Glickman, Nora, ‘Los personajes femeninos de La casa de los espíritus’ en Marcelo Coddou, Ed., Los libros tienen sus propios espíritus. Estudios sobre Isabel Allende (Xalapa: Universidad Veracruzana, Centro de Investigaciones Lingüístico-Literarias, 1987), pp.54-60.
Hernández, Carmen Dolores, ‘Las múltiples vidas de Isabel Allende.’ Entrevista a Isabel Allende. <http://www.latino-online.com>, leído 12/9/1996.
López de Martínez, Adelaida, 1996. ‘Dynamics of Change in Latin American Literature: Contemporary Women Writers’, Studies in Twentieth Century Literature, 20/1 (1996), pp.13-40.
Lorente Murphy, Silvia, ‘La dictadura y la mujer: Opresión y deshumanización en Ganarse la muerte de Griselda Gambaro’ en Juana Alcira Arancibia y Yolanda Rosas, Eds La nueva mujer en la escritura de autoras hispánicas. Ensayos críticos (Montevideo: Instituto Literario y Cultural Hispánico, 1995), pp.169-178.
Mandrell, James, ‘The Prophetic Voice in Garro, Morante and Allende’, Comparative Literature, 42/3 (1990), pp. 227-46.
Marcos, Juan Manuel y Teresa Méndez-Faith, ‘Multiplicidad, dialéctica y reconciliación en La casa de los espíritus’ en Juana Alcira Arancibia, Ed., Evaluación de la literatura femenina de Latinoamérica, siglo XX. II Simposio Internacional de Literatura (San José, Costa Rica: Instituto Literario y Cultural Hispánico, 1985), pp.287-98.
Martínez, Z. Nelly, ‘The Politics of the Woman Artist in Isabel Allende’s The House of the Spirits’ en S.W. Jones, Ed., Writing the Woman Artist: Essays on Poetics, Politics and Portraiture (Philadelphia: University of Pennsylvania Press, 1991), pp.287-306.
Meyer Doris, ‘‘Parenting the Text’: Female Creativity and Dialogic Relationships in Isabel Allende’s La casa de los espíritus’, Hispania, 73/2 (1990), pp.360-365.
Muñoz, Elias Miguel, ‘La voz testimonial de Isabel Allende en De amor y de sombra’ en S. Riquelme Rojas y E. Aguirre Rehbein, Eds Critical Approaches to Isabel Allende’s Novels (New York: Peter Lang, 1991), pp.61-72.
Panjabi, Kavita, ‘The House of the Spirits: Tránsito Soto: From Periphery to Power’ en S. Riquelme Rojas y E. Aguirre Rehbein, Eds Critical Approaches to Isabel Allende’s Novels (New York: Peter Lang, 1991), pp.11-20.
Ramblado-Minero, María de la Cinta, Isabel Allende’s Writing of the Self: Trespassing the Boundaries of Fiction and Autobiography (Lewiston, Queenston, Lampeter: The Edwin Mellen Press, 2003) 
Rivero, Eliana S., ‘Scheherazade Liberated: Eva Luna and Women Storytellers’ en L. Guerra Cunningham, Ed., Splintering Darkness: Latin American Women Writers in Search of Themselves (Pittsburgh (Pennsylvania): Latin American Literary Review Press, 1990), pp.143-56.
Rojas, Mario, ‘Una aproximación sociolingüística a La casa de los espíritus’ en Juana Alcira Arancibia, Ed., Evaluación de la literatura femenina de Latinoamérica, siglo XX. II Simposio Internacional de Literatura (San José, Costa Rica: Instituto Literario y Cultural Hispánico, 1985), pp.309-19.
Swanson, Philip, The New Novel in Latin America: Politics and Popular Culture after the Boom (Manchester and New York: Manchester University Press, 1995)







The ‘Poetics’ of Resistance:





Literally thousands of artists have left Cuba since the outset of the 1959 revolution.  Many have sought asylum in various parts of the world as a result of government censorship and the consequent constraints placed upon them in regard to their personal and creative freedom; others were displaced not of their own volition as children and young adults.​[32]​  That political struggle, exile and rupture are not a new phenomenon for Cuban artists and intellectuals has been well documented.  Poet and art critic Ricardo Pau-Llosa observes, “exile—indeed displacement—has been a constant in the development of the Cuban imagination for almost two centuries.”​[33]​          
      As the editors of this volume suggest, male narrative expressions of revolution, conflict and cultural identity in transformation are in abundance.  In this essay I will focus upon the visual narratives of three contemporary female Cuban diasporic artists, Laura Luna, Ana Delgado and María Brito, all of whom left the island following the 1959 revolution under varying degrees of duress and currently reside in Miami, Florida.  Though their work does not represent a unified aesthetic or a single artistic expression, their visual thinking​ puts into relief what Pau-Llosa terms certain “threads of connection” that confirm their affinity to Cuba and bind them together.  

Born in Havana in 1958, Laura Luna received her formative training as an artist in Cuba.  In 1962, her father was imprisoned for counter-revolutionary activity; although he urged her mother to send their daughter out of the country as part of Operation Peter Pan, she refused to leave the island without him.  As a result, the family remained in Cuba until her father’s release; in 1980 they fled to the United States as part of the Mariel boatlift when Luna was twenty-one years of age.
  
 “I was always resistant,” she tells me, “…always in trouble for one thing or another.  I couldn’t be hypocritical and pretend that I supported the regime when my father and [for a brief period] my mother were imprisoned.”  

Nevertheless, a teacher, who recognized her talent, somehow managed to get her into San Alejandro, where she was introduced to sculpture and ceramics in the same workshop that Amelia Paláez and Wifredo Lam had attended several generations before.  As a result of her overt dissidence, Luna was later denied admission to the Instituto Superior de Arte (ISA).  Although she passed the entrance exams for ISA, she was given orders to go to Las Tunas, Oriente “to teach art to the cows,” she wryly comments.   Prevented from working in any official capacity for three years as a result of her refusal to comply, she began sewing blue jeans and backpacks and selling them on the black market.  
      Self-identifying as a member of the golden generation, Luna points out that she and her peers were trained in virtual isolation from the outside world.  

“It was a self-consuming education,” she observes; “the only exposure we had [to external cultural forces and artistic movements] came in the form of artists residing in Cuba and in Soviet bloc countries, and to realismo socialista (socialist realism).  We were encouraged to develop political themes, and allowed to explore anthropological elements in our work.  In theory you could develop your own voice, pero tenia que cantar su cancion” (but you had to sing their song).

The transition into exile was extremely difficult for Luna’s family.  Temporarily abandoning her art, she was obliged to seek employment first at an advertising agency and then at Vanidades (a Spanish language magazine) in order to assist her family financially.  After several years, during which she was doing some drawing, Luna began meeting gallery owners and participating in group shows in Miami.  Unable to establish herself independently as an artist, she followed a more traditional path and married.  Despite the fact that her mother was completely self-sufficient, Luna was raised according to traditional norms regarding female behavior and gender roles.  Her parents maintained “the illusion” of a patriarchal household, despite the fact that her mother was actually the bread-winner.  

“Sexism in Cuba,” Luna comments, “still exists on every level despite the supposed advances for women—all you have to do is look at who holds power in the regime.  My mother was very strict with me; I couldn’t even go out alone.  So marriage seemed to be a solution.” 
 
Within a year after her marriage, which was embattled from the outset, Luna gave birth to the first of three sons.  The only way she managed to preserve her art was to combine her parental responsibilities with her creative passion.  Although the theme of maternity increasingly became central to her art, the disintegration of her marriage, coupled with the sense of frustration and anger that she was feeling, tempered her work.  

“I was a very sad woman during that time,” Luna recalls.  “I was afraid to express myself freely.  My work was mostly black and white—and sometimes red.  The figures were very stiff.”  

A near fatal car accident prompted Luna to begin examining her own life.  For the first time she dared to challenge the gender role to which she had been acculturated and began thinking about her own welfare and happiness.   
      Following her separation from her husband only six months later, Luna began to express herself differently.  During the same period, she was introduced to the works of the Cuban anthropologist Lydia Cabrera and began reading Taoist texts.  Her exposure to la regla de Ochoa and other Yoruban elements permanently changed the direction of her art.  Afro-Cuban gods and goddesses, unlike the religious icons she had been introduced to as a child by her mother (who was a devout Jehovah’s Witness), were androgynous, earthy, sensual, and alive with color and food, music, rhythm and ritual.  The female orishas in particular were bold and powerful.
      Attracted even as a child to spiritual inquiry and religious themes, Luna’s exposure to Cabrera’s works tapped into her latent sense of rebelliousness and her new-found confidence and strength.  It also reconnected her in exile with Cuban culture and her Afro-Cuban roots, which she was able to appreciate in an entirely different manner in the wake of what Luna characterizes as la perdida—the sense of distance and loss that comes as a result of physical displacement and psychic rupture.  
      The syncretic nature of Cuban culture as a result of various colonial interventions and forced and voluntary migrations thus became clearly evident in Luna’s work, despite the fact that she personally tends to highlight the feminist nature of her art.  At the same time, the theme of maternity and the experience of childbearing continued to evolve in her art and have become consequently a central trope for what is a life-long exploration into women’s creative capacity.  A virtual celebration of female eroticism, fecundity and strength, her installations, sculpture, ceramic work and paintings, which often feature manifestations of a host of female orishas and powerful Christian icons such as Cuba’s patron the Vírgen Caridad de Cobre, represent an integration of religious elements drawn primarily from the Christian and Santería traditions, as well as folk symbolism and classical and Eastern mythology.  However, Luna reinterprets and transforms archetypal symbols and images and interjects them with intimate personal elements that simultaneously locate her within the Cuban experience, yet bespeak simultaneously her universal links to other cultural signifying systems in general and to other women in particular.  Her installation titled “Café todo el año/Coffee All Year” (sub-titled La diosa del café/The Goddess of Coffee), for example, suggests the elemental nature of Cuban café, a fundamental cultural signifier; yet it features at its center a Shiva-like goddess figure placed within a compass that points in the four directions and invokes the four seasons and elements.  Twelve evenly balanced ceramic plates, each depicting a coffee cup beneath a rising sun, form a kind of Mandela around her.  With splayed and parted thighs, she assumes a squatting position, suggesting perhaps that she is giving birth; her genitals, which are in the shape of the coffee bean, are the focal point of the work.  In addition to bespeaking the female artist’s condition in exile as creator and guardian of culture, Luna’s goddess represents woman as divine in her complex and multivalent roles as mother, lover and source of creativity, life and energy. 
       The overarching theme of rebellion echoes like a leitmotif in Luna’s most recent work.  

“I am peeling off the layers we all assume out of a sense of fear and in an effort to protect ourselves from being hurt.  I am no longer beholden to anyone,” she tells me, “no longer concerned with what people think or expect of me.”  

This new perspective, which recasts Luna’s earlier feminist themes and continues to resonate with a mixture of cultural elements, is manifest through her use of vibrant colors, the integration of verbal text through collage, and detailed anatomical elements.  

“I am finally at a place where I can be happy and at peace with myself.  A place with no limitations or obstacles.”  

Ana Delgado, like Laura Luna, also received her formal art training in Cuba.  She began formally studying art in 1979 at San Alejandro, and later attended ISA, from which she graduated in 1988.  According to Delgado, most of the central elements that later surfaced in her work are rooted in her childhood experiences.  As a child, she would accompany her father, who was a photographer, on photo shoots.  Surrounded by books on artists and photography and exposed to her father’s colleagues, she learned early on about the life of the artist.  At the age of nine, Delgado began taking photographs on her own and painting them; by the time she nine, she was selling her work.  In her view, this early introduction to photography greatly influenced her later work.  Fascinated by the variety of facial expressions that one can capture on film, Delgado eventually began working from memory, drawing from a host of “mental models” to create works that explore what she describes as “the psychology of being human.” 
      Delgado’s experiences in the Cuban countryside left a lifelong impression on her work as well.  Though she was raised in Old Havana, she frequently traveled to Las Villas, a rural province in Cuba where the preponderance of her paternal relatives resided.  There she learned the traditions of the campesinos (the country folk).  

“My [paternal] grandfather—who was a tabaquero (a cigar-maker)—was famous for his stories.  Every Sunday the guajiros from the surrounding area would come to hear him tell his fabulous tales about ghosts returning to the earth, or headless horsemen.  They would crowd the doorway just to listen.  His stories were always filled with surprises and mystery.”   

 Liberated temporarily from the preoccupations and cares of life in the city, and partaking in all forms of domestic activities, Delgado’s love of the earth and her appreciation for the sense of ease and community that country life fostered was cultivated in her at an early age as a result of her experiences in Las Villas.  

“Each morning when we rose, everyone had something to do.  We all shared the household chores, such as doing the wash or sewing.  We would play outside and eat guavas right from the tree.  Life was simple and direct, and everything that we did was with great affection and care.”  

Delgado was also impressed by the folk art tradition of the countryside.  

“We were always making something with the materials that were available to us,” she recalls.  “We made vases out of jars and decorated tins.  We made beautiful things with the simplest and most mundane objects.”

Commenting upon the Cuban Revolution, Delgado notes that her father was the only member of the family who supported the regime at the outset, though he, too, became disillusioned after a certain point.  

“No one in the country believed,” she tells me.  “Life was always difficult for the poor, but things got worse and worse; and by the mid-‘80s the hope that things could get better—that one could advance—was gone.”  
Eventually all of the land that was divided after the passage of the various Agrarian Reform Bills was subdivided and leveled in order to plant sugar cane; and the campesinos, including Delgado’s family, were forced to leave the countryside thus ending a critical period in her life. 
      Upon graduating from ISA, where she received what she describes as a “classical” education in art, Delgado began consciously incorporating feminist and “psychological” elements into her painting.  Freely integrating the real and the fantastic, her creations featured soft, feminine shapes, and she interpreted reality through the use of bright colors and tones.  Because most of her family had chosen to remain in Cuba, Delgado never gave serious thought to leaving the island, despite the fact that she was acutely aware of the limitations and constraints placed upon her and her peers.  It wasn’t until 1979, when she reunited with her paternal aunt (who had left the island for the United States and returned to Cuba as part of the Family Reunification Plan), that Delgado became conscious that she had been raised in cultural isolation and, like Laura Luna, was virtually ignorant regarding what was happening in the outside world.  In the ‘80s, the Cuban Minister of Culture began selectively allowing artists to leave the country in order to attend special international expositions and exhibit their work abroad.  They returned with news of the outside world, which Delgado eagerly absorbed.  
      During that same period, Delgado became involved with a small group of artists who assumed the name Puré (1986-89).  Responding to the intensifying repression they were experiencing indirectly as a result of Perestroika, their work became increasingly political in nature.  They, in turn, inspired others (many of whom were involved in a group called Arte calle) to use their art as a potent form of social protest.  Delgado describes the art she created during this period as a form of “poetic protest.”  One particular piece, she recalls, features a Cuban mother who has lost her children in war.  Abandoned and mournful, this Madonna-like figure locates the abuse and suffering experienced collectively by the Cuban people on the body of the female.
      Participating in an exchange program in Columbia, Delgado had her first actual exposure to a foreign culture.  Upon her return to Cuba, she met Ana Menocal, a Cuban expatriate and gallery owner who resided in Mexico City.  Menocal, who had begun to sell the work of Cuban artists, invited Delgado to exhibit in her gallery.  Though by that time Menocal had been banned from returning to Cuba as a result of what the government termed her anti-revolutionary sentiments, she nevertheless was able to get permission for Delgado and her artist husband Adriano Buergo (whom the latter met at San Alejandro) to travel to Mexico in June, 1991.  Upon their arrival in Mexico City, they decided not to return to the island.  
      Although Delgado and Buergo’s final destination was the United States, they remained in Mexico for almost two years.  Delgado was deeply influenced by what she terms the “poetic, artisanial” elements in Mexican folk art.  She was particularly struck by the strong visual nature, with its vibrant colors and forms, of Mexican indigenous art.  This, in turn, corresponded with visual elements present in her own work.  

“Everything already exists,” Delgado insists, “you don’t really invent anything new.  What I saw in Mexico confirmed this.  It was so incredible being surrounded by people making beautiful objects out of nothing.  It reminded me of my childhood in Las Villas.”  

During her stay in Mexico, Delgado was also deeply inspired by the work of Frida Kahlo, which she saw for the first time.  Kahlo’s blending of reality and imagination, coupled with the powerful feminist themes in her work, resonated for Delgado and once again confirmed her own artistic intuitions.  
      Working within such a rich, multicultural context, which was charged with sensuality, had a tremendous impact on Delgado.  All of these combined elements culminated in the work she began producing upon her arrival in the United States in January, 1993.  As a result of her sensuality, her ability to confront death, the supernatural, the fantastic, the figure of the woman increasingly became for Delgado an “eschatological metaphor” for physical and emotional strength and endurance.  The feminine body, moreover, came to represent the site at which the cultural past and the present converge—and where memory, imagination and desire is preserved and perpetuated.
      Delgado’s most recent work approaches the theme of cultural identity by freely blending Afro-Cuban elements with a mixture of newly acquired elements that reflect the various cultures and artistic traditions to which she has been exposed in exile.  Her intimate, dream-like landscapes, which border upon the fantastic, suggest the unconscious or the oneiric.  In her paintings, she continues to depict the intimacy of women’s everyday lives like a leitmotif.  The nurturing, maternal figure and the adolescent female—poised at the crossroads of childhood and adulthood—remain at the center of this vision; oftentimes they are surrounded by objects drawn from nature or from daily life, such as flowers, mirrors, pots and pans, birds and butterflies.  In an attempt to understand woman in her totality, Delgado oftentimes incorporates what she terms “the grotesque” into her renderings of the feminine, suggesting the multiple dimensions of female identity.  Rather than dwelling upon the erotic, the female nevertheless remains a source of inspiration, healing and spirituality.  
      Integrating folkloric elements and Afro-Cuban mythology into her compositions, Delgado also continues to look to the campesino or peasant for inspiration, as well as to nature and the Cuban countryside.   In her own words, her work explores “memory as past […] the body as present […] and the imagination as the future.”  

“Through these cycles,” she writes, “I delve into aspects that are constant in my work such as strength, sensuality, fantasy and the ambiguity that allows me to create a state of meditating and self-enjoyment; a place that speaks of our natural strength and frailty; of the duality that allows us to create.”​[34]​

Unlike Laura Luna and Ana Delgado, María Brito received her training as an artist in the United States.  Born into a middle-class family in La Vibora (a suburb of Havana) in 1947, Brito enjoyed a relatively privileged and sheltered childhood.  Virtually unaware of her class status, she was conscious nevertheless of the sacrifices her parents had made to provide for their two children and make their lives comfortable.  As Brito observes, she had little exposure to art and culture during her youth.  Though she enjoyed drawing pictures, she had no exposure to Cuban artists.  Largely protected from the turbulence that surrounded her, Brito’s world was disrupted in 1961 when her parents sent her off the island with her brother as part of Operation Peter Pan.
      
“My parents were extremely overprotective,” Brito tells me.  “I had a very restrictive childhood.  My parents never argued in front of us.  They never discussed anything that would upset us.  I wasn’t even allowed to go over to other people’s houses to visit friends.  So you can imagine how huge the transition was when we arrived in this country.”  

During their brief stay at a refugee camp established in Kendall, Florida, Brito gradually adjusted to her newfound sense of independence and “became a mother” to her younger brother.  After spending several weeks at the camp, family friends took the two children in until their parents arrived six months later in January 1962.
      Although the Britos experienced discrimination upon their arrival in the United States, being that they were in the Jim Crow South, Brito claims to have been relatively insulated from the political climate during the ‘60s.  In effect, her parents shielded her from the harsh realities of life in exile; she, in turn, was “cushioned” by a “social ghetto” of Cubans.  Nevertheless, she was aware of the discrepancies between her own traditional upbringing and the gradual transition in women’s roles as a result of the Civil Right’s Movement.  As a teenager, Brito rebelled against her oppressive upbringing by becoming obsessed with her weight and refusing to eat; as a result, she became anorexic.  Though it was ultimately a self-destructive impulse, being thin represented at some unconscious level a mode of self-control, which she had been denied throughout her life.  Nevertheless, Brito continued at a conscious level to live out the role she was expected to fulfill and married at the age of nineteen.  In some sense marriage endowed her with some of the freedoms she had been denied while living as a dependent in her parents’ home.
      In spite of their overprotective nature, Brito’s parents both encouraged her to get an education.  Perhaps because her paternal grandmother had been widowed unexpectedly at an early age and, therefore, was left without the means to support herself and her family, Brito’s father in particular encouraged her to be financially independent.  This prompted her to register for classes at Miami Dade Community College, where she began pursuing a degree in Art Education.   Upon her graduation, she gave birth to two sons within a two and-a-half year span.  Though she had been offered a lucrative job, her father, whose advice she had sought, counseled her to remain at home caring for her first born—a point of view Brito shared.  
      Following the birth of her second child, Brito decided to enroll on a whim in a ceramics course at the Metropolitan in Kendall.  It was there that she discovered her artistic ability.  “My experience with clay changed my life,” Brito observes.  For the first time, Brito was free to express herself without censure and create works that directly related to her life.  

“Whatever I was making had a connection with my inner self,” she adds.  “The clay enabled me to impart something of my own being.  Working with clay was cathartic in many ways, but it was also an act of exorcism.”

Soon after, Brito enrolled in an MA program at Florida International University.  Recognizing an original mind, one of her professors assisted her in getting a full scholarship in the MFA program at the University of Miami and encouraged her to begin exhibiting her work.  “My art became my world,” Brito recalls.  “Though others were commenting on my work, my husband took little interest in my art.”  For a number of complex reasons, Brito’s marriage gradually fell apart.  
      Largely free of external influences, Brito began developing an extensive “symbolic vocabulary” in her art, which reflected her interest in religion and spirituality.  Upon discovering that much of this symbology corresponded with that of Carl Jung, she moved on to something entirely new.  Brito’s exposure to Jung “demythologized” her work and rendered it, in her view, unoriginal.  In a word, she was striving to create a vocabulary that was unique and exclusively her own.  
      Upon her graduation in 1979, Brito married for a second time and took in her new husband’s two young sons.  Though this marriage also ended in divorce, her encounters with her stepsons, coupled with her relationship with her own children, caused Brito to begin exploring her own childhood memories and experiences.  Although some of her later work addressed political issues, such as an installation entitled Pero sin amo (1999) that was conceived in response to the constant styream of balseros fleeing the island, much of the art that she produced in the early ‘80s dealt with the themes of physical and emotional repression.  Many of her installations, for example, featured narrow cribs and confined spaces.  Although several critics have contextualized Brito’s work in other artistic traditions and compared her to other artists, she insists that it is purely instinctive, highly personal, subjective and driven by emotion rather than some overt agenda.  
      Though according to Brito Cuba is largely absent from her work, her creations consistently address what Ricardo Pau-Llosa refers to as “the enigma of the unconscious” and reside in the realm of memory.  In general, her art contains little movement as though it were frozen in time and space.  Her multi-media installation Merely a Player for example—a “labyrinthine structure” consisting of interconnected rooms and corridors containing imagery (much of which is drawn from her own childhood) —functions as “a metaphor for the psyche,” which is simultaneously displaced and culturally bifurcated, Brito suggests, and “relates to the various stages of life, existential change and transformation.”  Cuba, she concedes, is an “ever present absence . . . though when I enters the studio, Cuba isn’t there.”  
      As the muralist Victor Caldee observes, Brito’s art expresses a desire that traverses socio-political boundaries: “María carries the mythic island within her.”​[35]​  Clearly her work has changed over the years and she continues to experiment with a wide variety of mediums and techniques (thus prompting some of her critics, she tells me, to label her work as “inconsistent”), the theme that permeates her art is psychological entrapment.  Though her early work explores the various layers of repression that she experienced both as a child in Cuba and as an adult, she has reached the point where she can exorcise her past and present “demons.”  Though she does not classify her work as being feminist it is impossible to ignore the manner in which this theme reflects upon the various roles and modes of behavior to which she was expected to conform as a woman.  Nevertheless, Brito resists easy classification.  

“You limit yourself the moment you model your work on other works.  Being in the studio, free from external influences and from censorship, I am free to hyperbolize, free to take liberties while being bound by nothing.”  

 In the wake of 9/11 and the war in Iraq, Brito’s most recent creations are becoming increasingly preoccupied with the external forces that bear down and oppress the individual.  

“I am beginning to focus on the ugly aspects of human relationships.  For the first time, I am seeing the world as it is.”














In the last decade, scholars have argued that testimonial literatures, most notably, Latin American testimonio and Holocaust narrative, are to some degree, outside the purview of literary study because they have been concerned with portraying history rather than representing the aesthetic (D’Souza, 1990; Beverley, 1990)​[37]​.  In fact, with the testimonial text’s depiction of torture, its emphases on eyewitness or remembered accounts, and its unrelenting insistence that victims require these stories, the testimonial text has often been excluded from most national literary canons, precisely because it appears to have more to do with history, ethnography, and politics.  
For example, in Holocaust literature, a genre somewhat well known to the West, a texts, like Levi’s Survival in Auschwitz, and Wiesel’s Night, have managed to appear regularly on classroom syllabi; however, faculty do not treat these texts as literatures per se.  They are utilized instead as narratives that enable readers to “see” an event, to insert their personal responses to the extreme experiences of a remote past, and even, to suggest that since testimonial texts reflect real experiences, they are more important for their history than for their art.  Thus academics enlist them as mimetic representations of historical events even though, as Primo Levi has shown, the testimonial text “adds nothing to what is already known to readers throughout the world on the disturbing question of the death camps […] it is able, rather, to furnish documentation for a quiet study of certain aspects of the human mind”(9). In other words, Holocaust narratives testify uniquely to victims’ experiences because they produce knowledge of the event outside the scope of history. 
In Latin American testimonios, a similar situation has transpired: neither promising aesthetic experience nor intended to be solely art objects, testimonios are often viewed by mainstream Latin American societies as political instruments of leftist revolutionaries and indigenous rebels who cloak their activities by manipulating “naïve women.” Consequently, some critics subject the genre to unique standards of measurement in which historical verification is demanded, knowing that such verification can’t be reproduced. By focusing on the “flaws” of the producers and the errors of the narratives’ content, rather than the effects of the texts, they displace what testimonial literature does, how testimonio performs.  
This suppressed performative aspect hints at, I believe, the real stakes of the issue because it demonstrates how some critics discredit testimonial content by disparaging victims’ identities so that we must ask ourselves what such discredit is really trying to subvert. Moreover, by analyzing such discredit in the genres of Holocaust narrative and testimonio, we can discover how critics have marked the transgressive speaker as one who excludes herself from civil society either because of her uncontrollable obsessions with memory or because of her incapability of distinguishing right from wrong as well as fact from fiction.  
Thus an almost mythical dichotomy of competing powers emerges between legitimacy and illegitimacy, lawfulness and lawlessness.  On the one hand, testimonial texts produce highly threatening subject positions that emphasize filial relationships over institutionally-defined entitlements held by identifiable male leaders.  On the other hand, critics of testimonial texs recuperate the testimonial witness, the testimonial narrative, and the effects of witness not only as challenges to the legitimacy of governments, but also as proponents of rival powers, powers that threaten civil society. In other words, critics have themselves implicitly reconstructed the terms of the situation around an old family narrative between the father State serving the family’s best interests and a female threat whose obsessions will eventually destroy it and him. This reconstruction shifts the importance away from the texts themselves and their ostensible contents by attempting to “unmask” the manipulative female power behind the narrative.




Three Testimonial Case Studies 
































Since they are still active today, their actions imply a struggle that continues beyond the overthrow of Argentina’s military dictatorship in 1983.  This realization is highly relevant because its remedy requires something more than a change in government.  As CNN correspondents have routinely pointed out, “aging mothers and grandmothers march each week as the Mothers of Plaza de Mayo, carrying banners and chanting, "We will not be stopped. We will not be broken. We have held on for 20 years" (1998). Consequently, Menem depicts them as obsessively pathological: the Mothers “terrorize” the Argentinean people by physically marching through the Plaza, reminding the country of the desaparecidos, the missing members of their families. 
Furthermore, Menem’s reference to the “mothers as mothers of terrorists”hearkens back to a label circulated by the military about the mothers during Argentina’s “dirty war.” According to Hebe Pastor de Bonafini, the women were condemned as mothers of “terrorists” as early as 1977 (1985).  At that time, the military spread the rumor that the Mothers’ missing children were in reality terrorists engaged in a war against the State. As enemies of the State, then, the government and military were not responsible for their whereabouts. Moreover, as terrorists, they were acting as unofficial agents against the State: they weren’t representing real nations, but rather “shadowy threats.” Thus the government could not be accountable for the missing bodies of agents whose unofficial status disqualified them from society.  
With the government labelling the Mothers and their children as terrorists, the Mothers quickly moved from the kitchen to the streets. In fact, Juana de Parmagent further describes the Mothers’ initial attempts to find their missing as literally the work of mothers going door to door with questions and pictures: “We were still working in our kitchens […] We went into the streets to look for them. We knocked on every door. Everything was, ‘No. We haven’t seen them, we don’t know them, we don’t recognize them’” (Schoenberg).
	In a related example, in the film, Hotel Terminus, French filmmaker, Marcel Ophuls, interviews both German and Latin American nationals about their perceptions of Klaus Barbie’s capture in Bolivia and his subsequent conviction in France as a Nazi war criminal. Known as the “Butcher of Lyon,” Barbie was Lyon’s commandant, overseeing the liquidations and deportations of whole communities between 1942 and 1944.  Even though Barbie had twice before been convicted of war crimes, previous Bolivian governments had refused to extradite him to France.  Moreover, these two earlier convictions for war crimes had lapsed under a statute of limitations that ran out in 1981 (Morgan, 1990). 
Thus Barbie’s capture and extradiction in 1983 had to be for “imprescriptible crimes,” crimes that were not subject to any statute of limitations so that even though Barbie was tried on three counts—“the raid of the Jewish welfare office in Lyon […] the raid on the children’s home at Izieu. […] and the deportation of 629 persons […] to Auschwitz”—the prosecution ranged “much further afield than these three incidents,” including “hundreds of depositions concerning a multitude of other events” (395). The “imprescriptible” categorization effectively divided Barbie’s crimes into those crimes that had a length of time allotted to them for their adjudication and those that were a continuing assault on France.  What is critical here is the association of a “specific group” with interests beyond the scope of the trial. Implicitly, this group of interests must be suppressed at trial; in this way, the only permissible testimony about Barbie’s participation in Jewish extermination is reducible to memo and document, i.e. the remnants of silent victims. But those crimes directed against France serve as the main component to the French prosecution’s trial strategy. The French government demonstrates that Barbie was responsible for the disappearance, torture, and death, of the resistance leader, Jean Moulin, as well as having personally ordered several hundred executions, deporting persons to death camps, and executing the orphans of Izieu. 
Barbie’s torture and murder of Jean Moulin proves to be a decisive factor in Barbie’s history too. In one interview before his extradiction, a friend asks him how, Barbie, a junior officer, could become so important that he warranted his own war crimes trial. Barbie responds that he “had more power than a general.” Furthermore, by arresting Jean Moulin, Barbie claims to have “changed the course of history” because “if he had lived it’s him and not de Gaulle who would have taken over France. The French would have probably gone Communist” (214).  Consequently, after many years living in Bolivia, Chile and Peru, Klaus Barbie is apprehended outside his Bolivian compound by Nazi hunters, Serge and Beate Klarsfeld.  Tipped off that a Klaus Altman matches Barbie’s description and lives among a small enclave of German nationals outside La Paz, Klarsfeld discovers Barbie has acted openly as a military consultant and enforcer for various paramilitary groups and dictators within Latin America. Within these groups, he has not only been present at torture sessions, but also has actively participated in them.  Moreover, Barbie’s real identity has been a well known secret among his neighbors in La Paz. 
In Ted Morgan’s An Uncertain Hour, Morgan recounts how one of Barbie’s victims, Michel Goldberg, describes Barbie’s popularity with his Bolivian neighbors. Thirty-six years after Barbie has sent Goldberg’s father to Auschwitz, Goldberg goes to Bolivia to confront and kill Barbie.  Posing as a reporter, he asks Barbie to meet with him at a café.  During their meeting, people greet Barbie routinely as “a local notable. People came up to his table and said, “¿Hola, Klaus, como estás?” (Morgan, 213-214). In fact, Goldberg’s account illustrates the familiarity that Barbie’s neighbors feel towards him. They readily approach him in public, addressing him informally and as a friend.  
Ophuls’ focus, then, on Barbie’s public status gets at the stakes of not only Klaus Barbie’s war crimes trial in France, but also their popular perception in Latin America forty years later.  In one chilling scene, Ophuls interviews a campesino who has worked occasionally for Barbie at his Latin American compound.  When asked about whether or not Barbie should stand trial in France for war crimes, the campesino replies that “he’s an old man. He will die anyway. Why send him to jail?” (5784).  At a popular level, then, Barbie’s death from old age appears to be punishment enough for his war crimes. 
Ophuls juxtaposes this scene with an interview of Simone LeGrange, one of Barbie’s victims.  Like Goldberg, LeGrange has lost her parents at Auschwitz because of Klaus Barbie.  A French Jew, LeGrange is the only witness left to testify to Barbie’s torture and murder of her family.  On camera, she describes Barbie striking her head against his desk and leaving her for dead.  She details her family’s arrest and deportation.  She also recounts how neighbors close their doors, pretending “not to see” the family being taken away by the Nazis.  This contrast resonates with Barbie’s Bolivian neighbors who admit that Klaus Altman is Barbie, but that this knowledge doesn’t obligate them to act. 
Their refusal to act echoes Pierre Truche’s omission of LeGrange’s testimony from the trial. Chief counsel for the French government’s case against Barbie, Truche explains that he can't win the case unless he excludes LeGrange’s testimony since she lacks credibility: “[M]y idea of serving justice is to rely on evidence that cannot be contested […] Sometimes true stories are hard to believe.  I can't build a case on what is hard to believe” (5694).  What can be believed is Barbie’s role in the persecution and murder of resistance members.  What can be believed is Barbie’s signature on a memo authorizing the deportation of a number of Jews and political prisoners. What can’t be believed is that one child victim remains alive to indict him.  
Thus Truche structures the prosecution of Barbie around the torture and murder of resistance members, most notably, Jean Moulin: Barbie is found guilty of imprescriptible crimes and receives life imprisonment. Truche assigns the living witness, Simone LeGrange, to be outside the purview of the courts, thereby making her marginal to the State’s concerns. Truche’s exclusion of LeGrange has the disturbing effect of convicting a war criminal while at the same time that it silences Barbie’s weakest remaining victims, those who have survived to tell.  
Finally, a third episode derives from D'Nesh D'Souza's book, Illiberal Education, the Politics of Race and Sex on Campus​[39]​ a text largely used to mount a right-wing assault on American higher education.  However, this assault is not waged over the “Great Books” missing from college reading lists, but rather over the effects of reading the newly-canonized sustitutions for these “Great Books” on student minds.  In the chapter, “Travels with Rigoberta,” then, D’Souza focuses on a leftist conspiracy to deceive American youth, by requiring students to read books like, I, Rigoberta Menchù rather than Joseph Conrad’s Heart of Darkness.  This deception, he claims, is most tellingly illustrated by Rigoberta Menchù’s testimonio because the narrator herself is suspect: she reports events that haven’t happened to her in a “socialist and Marxist vocabulary” that doesn’t “sound typical of a Guatemalan peasant” (72).  D’Souza goes on to claim that the text, activates “a dangerous power” because it is “a mouthpiece for a sophisticated left-wing critique of Western society. . . .all the more devastating because it issues not from a French scholar-activist but from a seemingly authentic Third World source”(ibid.).  After all, who would want to identify with privileged villain over an indigenous victim?
D’Souza suggests that students and faculty want to redeem themselves from the legacy of slavery and colonialism by aligning themselves with the world’s victims.  In this way, D’Souza abrogates any real interest in the victim’s narrative by deflecting attention away from it and to students’ misplaced identification with suspect narrators.  D’Souza demonstrates, then, what happens when students recognize that they have been deceived through their misplaced identification and the general ignorance of historical fact underwriting their identification with Rigoberta Menchu.  
To illustrate the point, D’Souza uses the example of Megan Maxwell, “a recent graduate of Stanford” who has been caught up in the debate over changes in Stanford’s curriculum in which I, Rigoberta Menchù, is read instead of Conrad’s Heart of Darkness.  In her discussion with D’Souza, Maxwell initially declares herself “as an African-American student,” who “would have real problems identifying with America” if Stanford’s curriculum was dominated by “white male figures” (76).  However, once D’Souza reads her an excerpt about African culpability in the slave trade, Maxwell becomes uncomfortably silent. Maxwell eventually revises her self-description to be “American,” but that she opts now to call herself “black American,” presumably because of the facts about African involvement in the slave trade.  The upshot of D’Souza’s example is the implication that faced with “the real facts,” those found in qualified texts, the American college student would recognize the error of her misplaced identification and move to correct her perspective. The real culprits in D’Souza’s argument are the faculty who manipulate and deceive the students casually in order to impose on them their own political agendas.
D’Souza’s argument hinges then on the “dangerous power” texts like Rigoberta Menchu’s have on American students and faculty because these texts elicit student identification with the political opponents of democracy, i.e. terrorists.  Furthermore, by suggesting that “French-scholar activists” have targeted American youth, he implies that academic activism has more to do with opportunism than with any actual interest in the experiences of historical victimization.  Thus it becomes necessary for D’Souza to attack such identification by exposing Rigoberta Menchu as a construction of her editor, Elizabeth Burgos Debray, the “French-scholar activist” manipulating information behind the scenes. In this way, D’Souza doesn’t undermine Rigoberta’s testimonio, by citing facts in the narrative, but instead assaults the “naïve female” undergraduate’s misplaced identification. What is doubly articulated in D’Souza’s case is specifically the naivete of the woman as witness, both in Maxwell’s misplaced identification as well as Menchu’s manipulation by Elizabeth Burgos Debray. 




Analyses of Exclusion in the Three Case Studies























Furthermore, the Mothers’ bodies as representations of victims transform the public Plaza de Mayo into a living graveyard. By marking the public sphere with representations of the missing, they inscribe public consciousness with the knowledge that there is no knowledge about those who have disappeared. As representations of the missing, the Mothers force the government to acknowledge the Mothers publicly as a living monument. In fact, the Mothers’ filling of public space was so successful in the nineties that Menem imposed the policy,“Menemismo,” indirectly aimed at silencing their protests by pardoning their children’s victimizers. Thus he warns them that their continued meetings underwrite terrorism, implying that they too might “disappear” from the plaza. But the Mothers’ testimonial movement evokes memories that the State can’t erase from public consciousness simply because the State has disposed of the bodies.
For Menem, the Mothers' memories constitute a national threat that terrorizes because they might motivate students or “children” to fight against the State’s authority.  This threat, phrased subjunctively, “they might become terrorists’ mothers,” implies that the potential threat is grounds enough for the State to act against them. If the State imagines a threat, the State is authorized to discipline even its imagined enemies.  The State’s perceived lack of identification with the Mothers underwrites the State’s actions against them.  
	In the second instance, with Ophuls’ camera rolling, the French lawyer, Truche, describes his decision to exclude Simone Legrange’s testimony from the trial.  Truche’s strategy emphasizes Barbie’s crimes against France’s people, not just Jews. Jews become implicitly either a competing national entity who lobbies for its own national interests or a family whose loss imposes itself as more important than the national losses of the State.  French loss becomes effectively associated with then two types of witnesses: silent Jewish victims, whose bodies and memories have been reduced to numbers and memos, and the narrative accounts of those who witnessed Barbie’s torture and murder of Resistance members. The courts decide, then, how Barbie has attacked the nation through Barbie's murder of its resistance heroes, specifically through its national hero, Jean Moulin.  
The courts substitute a familiar narrative, Barbie against the French people, for the one that Legrange relates, Barbie against a Jewish family. Furthermore, Truche routinely depicts LeGrange as the unbelievable woman with whom the French people— represented by the court—cannot identify.  The French public’s identification can be shaped by the court’s dispassionate, impersonal, and rational position. Again, unarticulated within this position is a critical underpinning, a necessary, symbolic male figure who can adjudicate impartially what LeGrange cannot; this underpinning leaves Barbie's Jewish female victim to become a biased party promoting her personal interests at the expense of the nation. France’s rehabilitation becomes tied to a rationale that sets aside the irrational female witness so that LeGrange and her memory remains excluded from the nation’s recuperation.  
	In the last instance, feeling the “dangerous power” of Rigoberta Menchù's testimonio, D'Souza claims that Menchù’s memory has been constructed for her by “leftist intellectuals” so that this constructed memory is a “dangerous weapon,” eliciting identification with Menchù.  Here again, we have a familiar logic: a female, in this case, Elizabeth Burgos Debray, sways innocent “children” into civil rebellion while at the same time she poses as a maternal figure trying to aid the very vulnerable Rigoberta Menchu. Furthermore, D'Souza's logic suggests that both Elizabeth Burgos Debray and Rigoberta Menchu need to be distrusted: one because she manipulates and the other because she has been manipulated.
Likewise, if Burgos Debray and Menchu are suspect, Menchu’s testimony must also be suspect.  In fact, D’Souza suggests an even more radical premise: Rigoberta Menchu’s memories are Elizabeth Debray’s “art.” Essentially, D’Souza implies that Elizabeth Burgos Debray’s narrative is an effect of colonization in which her recording and editing of Rigoberta Menchu essentially puts words in Menchu’s mouth.  Strikingly, D’Souza posits a victim who doesn’t want her story to be told so that D’Souza would have us silence Rigoberta Menchu in order to avoid “colonizing her.” Furthermore, if the implied colonization was not enough to discourage American identification with Menchu, D’Souza points out that Menchu’s lack of credibility as a witness demands that we view her narrative as a “type” of “false memory syndrome.” She has been led to believe in false events, i.e. Rigoberta Menchu’s memories have been “manufactured” for her by a woman posing as an ally (72). For D’Souza, Elizabeth Burgos Debray has used Menchu in order to construct a narrative of victimization. In fact, David Stoll’s recent claim that Menchù reproduced events that she either didn’t see or didn’t happen the way she recounted them would seem to justify D’Souza’s concerns. (Stoll 1999)
However, the imagined errors of Menchù’s testimonio aren’t really the issue here in that they are details of a narrative that was never supposed to be made public.  This tension between a history that doesn’t exist and a narrative registering its absence is key to understanding how Menchù’s testimonio can signify something more than just the representation of the facts. Menchù’s testimonio burdens the imagination with the excess of loss; it forces the imagination to recognize and mark absence by noting the absence of facts, bodies, and criminals. In this way, testimonio is an art supplying the details excluded from history.  In this way, Menchù’s testimonio inscribes a narrative in a place where it has been officially missing.  What has occurred in Latin America and the West is the effect of living with an official refusal to acknowledge the victims of repression. Like the Mothers whose bodies substitute for their missing children, like Simone LeGrange whose voice speaks for her silenced family, Rigoberta Menchù’s narrative stands in for histories of individuals who no longer exist.
Tellingly, each critic effectively erases the victim, by attacking the woman as witness and then linking to that attack, the necessary jettisoning of the testimony itself.  Both of these steps occur without actually tackling the testimony’s assertions that there are murder victims whose stories have to be told.
But instead of their narratives, the State responds with a paternalist move meant to silence the victims in favor of progress.  The paternalist response depends largely on the State’s ability to transform the woman as witness for the victim into the biased woman signifier. In this way, a symbolic father can discipline the misguided or even rebellious woman and her unruly children.  Since the State maintains that these narratives are “old wives’ tales,” their tellers could potentially upstage the interests of the State by advocating fillial relationships over the State’s power.  Moreover, by restaging testimony versus history as a male-female conflict in which rationality, loyalty, and service, are weighted as masculine values while irrationality, obsession, and obstinacy, are associated with female traits, Menem, Truche, and D’Souza, create a sign from the victims’ own bodies:  the hysterical woman, who must be controlled at any cost.  







These examples demonstrate not only that victims’ memories need some form of public expression, but also that the memory itself has moved into aesthetic experience as a legislative faculty.  If these examples illustrate that memory's aesthetic expression, its “art,” is testimony, testimony performs, then, similarly for memory as the art object performs for the imagination: testimony is the memory’s art object.  This realization sheds some light on why testimony has become a contested site since through testimony, memory essentially confronts its own limits while at the same time, it is compelled by its own ethical maxim that it ought to remember.  Testimony presents both the representation of the victim as well as an ethical injunction to remember.
	But what does it mean that the subjects who bear testimony choose to represent an experience “aesthetically” that doesn't derive from the imagination's liberation, but instead from memory's torture?  It means that memory's intervention in aesthetic experience significantly organizes the experience around the trauma of unexplained loss and the disjunction of living with not knowing what has happened.  Instead of unifying the subject, harmonizing the mental faculties, the testimonial pushes us to recognize that we cannot displace the disappeared.  We cannot erase them subjectively although their bodies have disappeared and this realization is part and parcel of testimony’s ethical imperative.
	Those who would discredit memory, moreover, characterize the testimonial as a feminine threat, unique in its obsessions rather than its devotions and loyalties. In other words, the critics of testimonial recast the ethical imperative compelling the testimony as a symptom rather than a value, an obsession rather than a moral or ethical commitment.  Thus all three agents, Menem, Truche, and D’Souza, reconstruct the acts of these women as harmfully obsessive while simultaneously reserving for themselves a privileged forgetfulness so that only their voices are authorized in the public sphere.  This unarticulated underpinning legitimates silence as the only appropriate response for women while simultaneously authorizing a presumably masculine lack of affect, understood as inherently the propriety of devoted “fathers” and loyal servants to the State.  
Since women are to remain silent, they must be excluded from these representative spaces.  Consequently, their actions, their willingness to “stage” their devotion, to fill public discourse with the images of their missing children, suggests a “dangerous power” that exposes the public to the torture of their memories. This exposure forces society to mark epistemologically at least the absence of knowledge about the missing.  In this way, the testimonial becomes the scene of a new ethics in which the story itself is not the only valuable element.
	Chilean literary critic, Ariel Dorfman, explains that victims turn to literature because they have no other recourse in which to tell their stories.  In Some Write to the Future  (Durham:  Duke, 1991), he informs us that: 

through their consciousness[es] they escape the limits which the guards impose on their visions; in the face of the censors' monopoly, the witnesses offer their counter-interpretation.  This has always been, in fact, one of the deepest roots of testimony in Latin America:  to gather up the vision of the conquered and the marginal, to transmit the lives and hopes and frustrations of those who have no place in history books or newspapers (143).  

Thus memory’s use of the aesthetic has the very real effect of occupying a place marked by “the censors” as a blank space, a place of “no knowledge.” These women who bear witness, who tell their stories, turn to the aesthetic because of its potential to produce both the details of what cannot be reproduced as well as the absence of such details.  Memory exploits, then, the aesthetic so that the testimonial object is realized as a potentially ethical act because it presents the lack of knowledge about the missing.  
	Therefore, these three types of testimonies, the testimonial movement, the testimonial voice, and the testimonial narrative or testimonio, force a psychological opening for the victim by inscribing the public sphere with the victim’s affect.  They force reflection to take up the memory of missing victims, silenced voices, and untold stories.
	Their inscription, furthermore, with its emphases on family, filial relationships, devotion to the most vulnerale elements of society—one’s children—threatens to return the human to a society that sanctions the inhuman, that chooses progress and forgetfulness over rememberance, the authoritarian “father” over the demands of the devoted “mother.” In this way, memory reauthorizes aesthetic experience as an ethical appointment; it reimagines aesthetic experience as an appointment in which memory mediates the imagination's presentation.
	Shoshana Felman underscores the conditions of this appointment by declaring that “the appointment to bear witness is, paradoxically enough, an appointment to transgress the confines of that isolated stance, to speak for other and to others(3).”​[40]​ The odd grammatical phrasing, “for other,” with neither a definite nor an indefinite article, calls to mind how witness is an ethical and an aesthetic act for an unknown and unknowable party.  Thus Felman suggests an act on behalf of an indeterminate other. At the same time, this act has to be a speaking “to others”; it has to be made public. 
	As we have seen from the war crimes' trials and truth commissions of the twentieth century, it is not enough to provide documentation of abuse.  Documents and facts are forgotten as they are archived; they can be altered and manipulated:  they can disappear. In fact, the problem confronting us at the beginning of the twenty-first century is not only our inability to know what has happened to the victims of political repression, but also how we choose to deal with this lack of knowledge.  Here the Mothers, Simone LeGrange, and Rigoberta Menchu, offer the same essential conclusion: we must remember these victims and we must be resolute, persistent, and unfailing in that memory. But how to remember them when there is nothing left to remember?  At the Nazi crematoria, we have only ashes; in Latin America, we don't even have the ashes.  These dead are only known as the disappeared. Our faculties pose, then, the real problem because we can never recover fully what they have lost.  How then to fulfill the duty, the burden of witness? We must bear this burden, keep this appointment with witness, by remembering at least the signifiers of such excessive loss, the Mothers’ demonstrations, Simone LeGrange’s testimony, and Rigoberta Menchu’s narrative. These women present us with a revolution in story and in ethics; consequently, their critics find it easier to reduce these revolutionary women of narrative to terrorism’s unstable and hysterical pawns: their hysteria breeds children who become terrorists, or at least, who terrorize the State.  Their affect embodies threat.
	If we are to bear the burden of modernity, then, we must understand the challenge the testimonial poses for us: we are obligated to adopt the signifiers of the missing. As Argentine writer, Ricardo Feierstein once described the Mothers’ “white kerchief” as a signifier of our duty to the missing (335), we must be willing to adopt, likewise, the signifiers of victimization in order to undo “the old family narrative” in which mothers and children are silent, families are forgotten. This obligation places incredible importance on the testimonial because it demands that we live with the missing, publicly, as well as in our imaginations and memories. This makes these three female testimonial projects revolutionary: they are revolucionary witnesses because they push us not only to establish what has happened, but also to meet these victims ethically through our imaginations and our memories.
	Holocaust narratives and testimonial texts challenge us to live with the missing in just this way.  In other words, the stakes of the testimonial in Latin America are imbricated in a larger issue, the history of genocide and its narrative intersection with victims’ memories, voices, and bodies. The history of genocide has left the world without bodies; the majority of its crimes can never be known. Moreover, even though most of the criminals have been able to maintain their anonymity, the ones who have been indicted, like Klaus Barbie, have been able to orchestrate their trials so that the victims are judged even when the criminal is found guilty. 
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Julia Alvarez’s novel, In the Name of Salomé​[41]​, is a testimonial of two women’s heroic journeys. The novel tells the story of Salomé Ureña de Henríquez, the Dominican Republic’s national poet during the second half of the nineteenth century, and her daughter, Salomé Camila Henríquez Ureña. Chronicling both women’s lives from birth to death, the novel follows each woman separately as she faces the trials set before her – trials presented by the culture in which she lives, the events occurring during her life, and the individual choices she makes. While the two women live their lives decades apart and on different soils, they share one major trial: the question of how to emerge from under the shadow of Salomé’s persona as the ‘poetis Dominicana’.
Examining Alvarez’s story of these two women cannot be done well without taking a brief look at the writer’s life and writing. Alvarez left the Dominican Republic at ten years of age when her father, fleeing political persecution, moved his wife and four daughters to New York. This position of being caught between two worlds places Alvarez in the context of the exiled Caribbean writer. Silvio Torres-Saillant notes that, like Alvarez, ‘Caribbean poetics is both connected to and disconnected from the Western tradition’ (Introduction 12), and Simon Gikandi notes the unique perspective exile gives the Caribbean writer: ‘exile and the displacement it engenders constitute the ground zero of West Indian literature, its radical point of departure; exile generates nationalism and with it the desire for decolonized Caribbean spaces’ (‘Caribbean’ 33). Alvarez’s position between the Anglo and the Dominican identity places her in ‘the space between cultural traditions draw[ing] inventive energies from ‘creative schizophrenia,’’ a term coined by critic J. Michael Dash (Gikandi ‘Modernism’ 13). 
This living in the interstices produces a sense of homelessness prevalent in postcolonial writing. Alvarez’s vacillation between her country of origin and the land to which she migrated, and her refusal to claim one or the other as her own, is paramount to her strength as a postcolonial writer. David T. Mitchell notes the importance of understanding this ‘mestiza consciousness’ when reading postcolonial texts: ‘Critical to understanding the contemporary postcolonial writer’s definitive sense of ‘homelessness’ is the analysis of the ways in which he or she seeks to go beyond the stale binaries of state-imposed identities in narratives’ (165).​[42]​  
Alvarez’s writing supports this blurring of identity and refusal to embrace an either/or, black/white perspective. Although she chooses to write in English, partly because she ‘can’t ride [the] wild horses’ of Spanish (Something to Declare, 172)​[43]​, Alvarez accents her writing with bits of her native tongue. Alicia G. Andreu discusses Alvarez’s use of language in her essay ‘Julia Alvarez and the Re-Construction of Self’ (1998) and gives a succinct iteration of her thesis early in the essay: ‘while English is her language of representation, a knowledge of Spanish nourishes, supports, and sustains it. The edifice is English, but the foundation is provided by insights and interpretations emanating from a Latino consciousness’ (51). She adds that ‘as Alvarez attempts to define herself in the context of these two systems, her self-representations [as characters in her fiction] reveal themselves in a kind of linguistic “schizophrenia”’ (52). Clearly, then, her ability to exist within a nondualistic reality and to convey that perspective is evident in many ways. Her ‘linguistic schizophrenia’ is simply another blurring of boundaries.
Another way in which Alvarez embraces and writes the interstices is in her amalgamation of fact and fiction, history and story. Alvarez’s novels each draw from a historical situation: How the Garcia Girls Lost Their Accents and ¡Yo! (1997) draw from her personal history of adjusting to a new world; In the Time of the Butterflies (1994) fictionalizes the Mirabal sisters of Dominican Republic fame; and In the Name of Salomé recounts the lives of the Dominican Republic’s national poet, her daughter, and their family. The retelling of these historical events blurs the line between history and the imagination, and this narrative technique is a characteristic of postcolonial literature, especially Caribbean literature. Belinda Edmondson notes: ‘Caribbean discourse has consistently blurred the distinction between the historical and the fictional revolutionary moment’ (63), and Andreu names this literary terrain of not-fact/not-fiction: ‘[Alvarez’s writing is] a literature that constructs, from two conflicting worlds a self that is neither ‘I’ nor ‘the Other,’ a self that is neither fact nor fiction. The landscape in which fact and fiction begin to merge can perhaps best be described as a ‘Borderland’’ (54). 
By moving from history to art, Alvarez creates, from factual beginnings, stories of humanity and individual strength. Empowering the women of whom she writes, she creates characters who transcend but include the facts of their lives and become multi-faceted human beings rather than historical figures. And from this narrow perspective of an individual’s life, she moves into the larger realm of political and social commentary. Homi Bhabha explains how this shift allows an understanding of historical events that eludes the reader when the facts are simply recounted: ‘The unhomely moment relates the traumatic ambivalences of a personal, psychic history to the wider disjunctions of political existence […] The very historical basis of our ethical judgments undergoes a radical revision’ (‘World’ 448).​[44]​ Alvarez writes of women to whom the world comes rushing in, invading their homes and their lives, and causing them to reevaluate themselves and the world in which they live. Andreu addresses the world Alvarez creates for her characters: ‘Within this borderland, Julia Alvarez creates a world emanating both from historical fact and from imaginative fantasy, expressed in an American idiom, yet mediated through a Latin consciousness’ (55).
The boundary between fact and fiction, home and the world, is accentuated by Alvarez’s use of non-traditional narrative techniques. In each of her novels, she uses multiple narrators to tell the story. Jacqueline Stefanko in her essay ‘New Ways of Telling: Latinas’ Narratives of Exile and Return,’ (1996), discusses the use of a pluralistic approach in Alvarez’s and other Latinas’ works. Seeing polyphonic narration as a result or reflection of the condition of exile, she notes: ‘The creation of multiple narrators can be considered an integral part of the authors’ performance of both their external and internal diasporic dialogues, suggesting that utilizing the multiple voices is a manifestation of the subject of consciousness-shifting among multiple positions’ (52). Alvarez’s multiple narrators structurally bring together her interstitial view. As she blurs the boundaries between the North American and Latin American identity, as she treads between historical fact and the fictional imagination, and as she mingles the realm of home and world, Alvarez gives her readers a polyphonic narrative, forcing a pluralistic view of the events unfolding and characters evolving. Stefanko quotes Lourdes Rojas as she further discusses how this textual approach brings into focus the in-betweeness of the displaced postcolonial writer: 

[Alvarez’s and other postcolonial writers’ works] highlight the intercultural questions of identity that evolve from being ‘in-between,’ from the condition of hybridity. Needing to survive at the crossroads, ‘where one never belongs totally to one place, yet where one is able to feel an integral part of many places,’ they construct hybrid narratives capable of engaging the mobility of their subject of consciousness, textually negotiating the spiral of exile and return (67).

Alvarez, following in the footsteps of mythmakers before her, discards a dualistic gaze and melds, blurs, and synthesizes many seemingly dissonant perspectives to create a story that brings them harmoniously together. Stefanko explains this melding, calling it mestizaje:
 
Mestizaje, the concept of hybridity culturally specific for Latinas, involves the conception of a ‘multiple subject who is not fragmented.’ […] a site where the discourses and politics of feminisms, postcolonialisms, and socialisms converge in their affiliation and modification of one another and diverge in their contestation and resistance to one another (Maria C. Lugones qtd. 53). 





In the Name of Salomé as Postcolonial Myth


Each of Alvarez’s novels lends itself to be analyzed as postmodern myth; In the Name of Salomé, however, is especially suitable for examination as postcolonial myth. In the novel, Alvarez employs the many fusions noted above common to postcolonial women’s writing: the melding of Anglo and Latin identities; the use of English and Spanish language in the text; the blurring of history and fiction; the infusion of the public into private spaces; and a polyphonic point of view. To these recognized elements of postcolonial literature, Alvarez adds the element of unconventional chronology in her novel, weaving forward-telling with backward-telling and having the two meet in a crescendo near the end of the novel. And finally, Salomé lends itself to a mythical analysis because of its characters’ heroic journeys. This study will focus on Salomé’s and Camila’s heroic journeys, but before beginning that analysis, it is important to note how the novel fits the aforementioned criteria.
Both protagonists must deal with exile. Salomé personally remains in Santo Domingo, but many of the people she loves must flee the country; Camila, conversely, leads somewhat of a nomadic existence. Each chapter of her life, told approximately ten years apart, emanates from a different place – some locations in Latin America, some in North America. She especially must deal with the trials of ‘in-betweeness’ and a nubilous identity. 
The amalgamated identity Alvarez conveys through the character of Camila is also revealed in the novel’s use of language. Alvarez not only infuses her English with the occasional Spanish word or phrase, but also formulates a structure dependent upon this mixing. The novel’s chapter titles all come from titles Salomé gave her poems, but the chapter titles that tell Salomé’s story are in Spanish and those telling Camila’s are translated into English. The table of contents partners dual chapters for each number – one Spanish and one English, one Salomé’s and one Camila’s. For all this parallelism, however, Alvarez does show preference for her adopted language, and, to reiterate Andreu’s observation, ‘English is [Alvarez’s] language of representation’ (51). This preference is evidenced as the novel’s Prologue and Epilogue have no Spanish counterpart. However, the book’s dedication and its opening quote have both Spanish and English elements; the dedication begins in Spanish and continues in English: ‘Quisqueyanas valientes [brave Dominican women]/ This book is for you’; and the opening quote from one of Salomé’s poems is first written in Spanish and then translated into English: ‘¿Qué es Patria? ¿Sabes acaso / lo que preguntas, mi amor? / What is a homeland? Do you know, / my love, what you are asking?’ 
This opening quote from the historical Salomé’s poem is testament to Alvarez’s dedication to history, and the depth of the story she tells is testament to her imagination. Interestingly, her faithfulness to each has been cause for criticism. Suzanne Ruta, in her review of the novel, claims: ‘What saves the book throughout – but undercuts it too – is our awareness that these fascinating people really lived’ (3), and she sees the scenes often ‘contrived’ to fit the historical event. However, the importance of Alvarez retelling the story of Salomé as just that – story – perhaps empowers the telling as no recounting of the facts could do. Belinda Edmondson notes the implications of this fictionalizing of history: ‘fiction and fact become part of the same project of reclamation – the recovery of the near-revolutions of Caribbean history’ (63). It is this reclamation to which Alvarez is paying homage in the novel’s dedication. 
Closely aligned with this blurring of fact and fiction is the infusion of public into private spaces. Alvarez carries Salomé’s and Camila’s personal stories out into the public sphere, and Salomé’s writing begins in the personal realm but brings the national political struggles inside the home - literally. Beginning as love poems to her father, Salomé’s verses transform into love poems to la patria, and once her identity as that poet is discovered, her personal life becomes inextricable from that of Salomé the poet. The ‘unhomeliness’ of her world eclipses the homeliness she needs and deserves as a woman who breathes and bleeds. Even Camila, whose life, for the most part, is much less dramatic than Salomé’s, cannot escape the infusion of the public world into her private life. Her ability to emotionally mature and develop into a strong, confident woman is retarded by the public visibility of her family and history. Alvarez’s mission to convey this ‘world-in-the-home’ and ‘home-in-the-world’ is a hefty undertaking. The scope of the project itself, along with her attempts, has been criticized: ‘In fact, her subject – the mingling of historical and personal destinies – is so rich that she can’t quite do it justice’ (Ruta 3). However, the attempt also receives praise from the same critic: ‘the book delivers a strong sense of who these people were’ (3). This paradoxical ambiguity from critics is common for a text that pushes traditional boundaries and should, perhaps, be expected.
	Another way the novel pushes traditional boundaries is its point of view – or points of view. Whereas Alvarez has used multiple narrators in her preceding novels, her focus and technique are especially honed and effective in Salomé. Rather than the polyphonic voices made up of various family members and/or outsiders, this novel is restrained in its use of point of view. Salomé uses only two points of view, mother’s and daughter’s. Alvarez tells Salomé’s story from the first person perspective. The reader encounters, from the initial introduction to Salomé as a child, a strong personality – even if that personality is somewhat beset by fear, anxiety, and confusion at times. Conversely, Camila’s story, with the exception of the Epilogue in which the point of view is first person, is told from the third person perspective. Silvio Sirias explains this shift in perspective: ‘when the reader initially meets [Camila] she is insecure, indecisive. The reader needs to travel backwards to understand the causes of her depression and self-doubt. The Epilogue, however, presents a transformed Camila. She is now a strong, assured character that is in control of her destiny’ (121).
	Sirias, in the quote above, refers to another effective technique Alvarez employs in the novel – the unconventional movement of time. Salomé’s heteroclitic chronological structure impressively weaves the two women’s stories together. While Salomé’s story moves forward in time, beginning in early childhood and ending with her death, Camila’s story begins near the end of her life and regresses to her birth. The two stories unavoidably come together in Salomé’s final chapter as she gives birth to Camila. William Luis, although actually discussing Alvarez’s How the Garcia Girls Lost Their Accents rather than Salomé, notes the effects of this backward time movement: ‘The beginning of the narration is the end and the end is the beginning and consequently the novel has two beginnings and two endings, physical and chronological ones’ (840). Furthering his analysis, in Salomé the complexity increases: Camila’s story has the double beginnings and endings, but Salomé’s story adds another beginning and ending to the mix. Alvarez, when asked about the backwards direction her narratives sometimes follow, comments on her reasoning behind the pattern, again in reference to Garcia Girls: ‘I wanted the reader to be thinking like an immigrant, forever going back’ (‘Clean Windshield’ 132). Of course, Camila would be the right choice for this looking back – born in the Dominican Republic, she does not return there until her final days.
	Camila’s looking back resonates with Alvarez’s own looking back. Never really embracing her adopted country, Alvarez’s writings have moved farther from North American influences and closer to her Latin roots. Luis claims Alvarez ‘now dissociates herself from North American culture and identifies with the Dominican one’ and that ‘her desire as a young girl to assimilate into North American culture and society is not developed into a theme as an adult’ (845). However, Alvarez’s exile to the United States is, paradoxically, the vehicle by which she can most effectively carry her message to the world at large. An important element of myth is its ability to be wide-reaching, and as a Dominican-American ​writer, Alvarez can do so: ‘The texts from nations with a history of imperial expansion automatically possess a greater chance of being ‘universalized’ than those from nations with less influence of the affairs of the world’ (Torres-Saillant 3). 




Woman’s Heroic Journey: A Gender-Specific Look at the Journey’s Stages


Much of the marginalization Alvarez’s women face in In the Name of Salomé stems from patriarchy. Because of this, I find it propitious to use a gender-specific approach to examine these two characters’ heroic journeys. This gender-specific approach can be extremely beneficial and can inform the female hero more fully than a strictly gender-neutral approach as she examines her own heroic journey.
Carol Gilligan, author of the groundbreaking work, In a Different Voice: Psychological Theory and Women’s Development (1982), developed a three-stage, gender-specific model for women’s ‘moral’ development. Using extensive qualitative research, Gilligan concluded that these stages ‘denote a sequence in the development of the ethic of care’ (74). Gilligan’s three-stage model – selfish, care, and universal care – uses the language of psychology and morality, but the stages can effectively be viewed as stages of the heroic journey.​[45]​
Another gender-specific model for women’s development, published ten years after and completely independent from Gilligan’s model, employs strikingly similar stages of development. Susan A. Lichtman’s study, Life Stages of Woman’s Heroic Journey: A Study of the Origins of the Great Goddess Archetype, using the language of myth rather than that of psychology, presents a three-stage model for the heroic journey. Her stages, called the Virgin, the Mother, and the Crone, parallel Gilligan’s stages of selfish, care, and universal care. Lichtman, however, adds another element to her model – that of physiology. Tying the movement between stages to the physiological onset of menses and menopause, she provides biological markers for her model.
Lichtman sets forth the initial stage of woman’s heroic journey, the Virgin, as one that ‘stress[es] the power of personal choice or decision, the freedom to determine one’s own life’ (6). She casts out the patriarchal view that a definition of virgin rests on ‘property or marital rights, or upon the integrity of the hymen’ (22). Instead, she sees this stage as the beginning of a ‘journey of self actualization that begins in adolescence and progresses through adulthood toward psychological and spiritual wholeness for the individual’ (22). The Virgin, like Gilligan’s selfish stage, allows a woman ‘for the first and last time in her life’ to be ‘truly one-in-herself’ and ‘without the exterior ties or responsibilities to the social group’ (23). Annis V. Pratt quotes Nor Hall’s definition of the Virgin in her essay ‘Spinning Among Fields’ (1985): ‘To be virginal […] does not mean to be chaste, but rather to be true to nature and instinct.  […] The virgin forest […] is virgin because it is unexploited, not in man’s control’ (110). The stage is signaled by the onset of menses; at this point the hero leaves innocence behind and begins her quest for selfhood. 
Lichtman’s second stage is that of the Mother: ‘To be a mother, in this sense, is to accept personal responsibility for the present as well as for the future; it is a commitment to a society or social group to improve the condition of its humanity, and to ensure its perpetuation for another generation’ (44). Again expanding the traditional (patriarchal) definition, she adds ‘Being a mother, then, is not only bearing a child – it is being a person who socializes, and nurtures’ (44).​[46]​ As Gilligan’s second stage, care, is concerned with relationships, so it is with the Mother stage. Lichtman notes:

the virgin begins the descent into self, but the mother continues the process of self development by enriching the personal dialogue begun by the virgin between desire and self-denial. What is added at this point is the social context of the adventure. Unlike the virgin, the mother exists within and for her social group whose very survival is dependent upon propagation and cooperation (45) (emphasis mine).

One of the most important aspects of the Mother stage is creation, giving birth; Lichtman appropriately expands the definition of the Mother by acknowledging the birthing of things other than biological children. She explains: ‘Creation does not have to indicate creation of a child, just as motherhood does not have to indicate a woman who has given birth from her own body’ (48). It is during this stage that woman gives most to her society, actually becoming ‘the link between the individual and society’ (50). This role requires a delicate balancing act for the heroic woman: ‘if woman is concerned only with herself, society suffers a breakdown in group cohesiveness; if she loses herself completely in the service to society, then she forgoes personal autonomy and she belongs only to society’ (50). However carefully the individual woman balances and protects that autonomy, she still gives a part of herself to her creation. Lichtman notes the responsibility one must accept at this stage: ‘The woman dies to herself as an individual and becomes two: a small society [...] she must be willing to sacrifice a portion of herself to the new life she has created; she is no longer ‘one-in-herself’: this one has now become two’ (51). The struggles inherent in maintaining the autonomy gained as the Virgin while ‘sacrific[ing] a portion of herself’ are many, the least of which is not becoming so embroiled in the identity of the Mother as to never move beyond it. Thus, as Lichtman notes, ‘Motherhood needs to be seen as a rite of passage for women rather than an end in itself,’ and ‘the mother-hero must also renegotiate her connections to society based on the empowerment she has gained from motherhood. She is no longer the same individual who gave birth; her development through the experience of motherhood has changed her’ (57 – 58). A stage to be moved through on the heroic journey, motherhood leads to ‘another level of self actualization’ (57).
It is this self-actualization that the woman hero brings to the next stage of her journey. The final stage Lichtman delineates is that of the Crone. This third stage, comparable to Gilligan’s stage of universal care, is perhaps the least valued, at least in Anglo-American culture. Often viewed as worthless and insignificant in modern society, the image of the Crone ‘hardly exists at all, except for lonely streetcorners or darkened, smelly rooms’ (Lichtman 64). This absence of value arises from the worth patriarchal cultures place on certain attributes: ‘Because youth, beauty, and procreative abilities have been valorized by patriarchal societies, the crone has lost all sense of worth and esteem’ (64). However, when viewed properly, the Crone offers the most of all the stages to the world in which she lives. Marked physiologically by the onset of menopause, the Crone leaves behind her reproductive ability, and her attention refocuses from familial care to the larger realm of universal care. She transcends and includes those stages through which she has already passed; this knowledge gained through experience allows the Crone to pass on her wisdom and offer ‘the lessons learned to the young’ (66). Often a mystical figure, the Crone possesses a sense of the other-worldly. Lichtman notes the Crone possesses ‘the ability to see and understand the past and the future. Her words are oracles of wisdom and experience formed from the blood she now withholds in her body’ (65). Unencumbered by societal edicts and constraints, ‘she becomes one who sees beyond the limitations of the earthly into the realms of eternal values, truths, and inevitabilities’ (67).
The Crone is properly seen not as a used-up hag, but rather as the ‘repository of wisdom and experience’ (Lichtman 67). Her wisdom comes from being one who has completed her journey, and ‘now she imparts her life experience to the next generation who follow her’ (69). The Crone 

emerges from her maternal trials as woman made stronger through experience. If she has been patient and receptive to life, she returns the lessons learned to the young.  […] As mistress to the two worlds of time and eternity, she stands at the threshold between them, interpreting for those younger the lessons and values of human life and human mortality (Lichtman 66).

Carrying the message of hope and transcendence, the Crone brings the heroic journey full cycle, giving back to new life.

A Journey Arrested: Camila’s Late-Coming to Autonomy


Woman’s significance in Latin American history and literature, whether at the Virgin, Mother, or Crone stage of her journey, is clear. Thus Salomé Ureña follows in a rich tradition of heroic women. Elizabeth Jelin notes, ‘even when culturally they are assigned a place in the private world of the domestic domain, women have always had a presence in collective struggles’ (1). Although Salomé was a larger-than-life hero, it is important to note the heroic nature of her everyday existence. Alvarez’s novel follows Salomé as she moves through the three stages of Lichtman’s model, facing the trials common to many Latin American women – race, class, national unrest, and patriarchy – and the particular trials that emanate from her status as ‘la musa de la patria.’ However, although Salomé’s journey is vitally important to the novel, the emphasis of this study is Camila, ‘the daughter of greatness.’ 
Camila too experiences the fallout from colonialism: she lives a life of exile, and each chapter finds her in a different locale; like her mother, she experiences trials arising from the phallocentric and patriarchal world in which she lives; and she experiences the effects of American racism and xenophobia. Perhaps her greatest trials, however, emanate from the shadow of her mother’s fame; always the daughter of greatness and the non-famous member of the family, she struggles most of her life to find autonomy and fulfillment.
Whereas Salomé’s journey is shortened by early death, her daughter Camila’s is arrested by late living – most of the novel portrays a woman unable to move completely into the Virgin stage of autonomy and self-actualization. Beset by numerous trials, many of which are disguised as friends and helpers, Camila struggles most of her life to find who she is. Alvarezuses a reverse chronological approach in telling Camila’s story – the reader is introduced to Camila as she is ready to retire from teaching. Sixty-six years old and still unsure of her identity, Camila is preparing to embark upon one last chance for autonomy and self-actualization. Before one can fully appreciate the late start she makes in life, it is necessary to move back in time and examine those calls ignored and adventures aborted. 
In Lichtman’s prototypical woman hero’s journey, the adventurer is called to develop a sense of autonomy and self-actualization as a young adult. Lichtman’s connection between this development and the onset of menses accentuates this point; however, for a woman to develop this sense of identity, she must accept and survive the trials set before her. Although called as a young woman, Camila does not fully embody the Virgin stage of her journey until she is well into the Crone stage biologically. Rather than viewing this late arrival as simply a case of arrested development, it should be viewed as ultimate success and a testament to the strength of human perseverance. That Camila does not give up and embarks upon her grand adventure at an age when many simply retire to a life of safety and comfort offers hope to those who might think that life and opportunity have passed them by.
Camila’s trials are numerous and varied: she must combat patriarchy, deal with issues of racial identity and racial discrimination, survive American ideology and the ‘American Dream,’ accept her sexual identity, and finally learn to live with the reputation and notoriety of her famous mother. Moving forward through her life – and backwards through the text – this study briefly examines those trials and her battle for autonomy. 
When Camila is fifteen, she begins to look for that autonomy the Virgin embodies. Motherless and lonely, she struggles with depression and contemplates suicide, and she writes her brother Pedro for advice. He writes back advising her ‘to wait a while. Youth is never easy’ (INS 277). When her aunt Ramona comes to visit, she wants to run away to live with her. But it is here that we see her begin the habit that will retard her growth and movement toward self-actualization: ‘Camila would like to say, ‘I can’t [Ramona]; I’m desperate; take me back when you go home.’ But, she has developed the habit of accommodating’ (280). This habit follows her most of her life. Later in the chapter, again yearning to leave home, she wonders if she will be able to find herself: ‘Maybe she would get some inkling of what she is meant to do with her life, besides behave herself so as not to disappoint others’ (292). The call for adventure and to become her own person is strong; however, it is aborted time and time again at this stage of her life either by the choices she makes or through her father’s domination.
Camila, even at this young age, begins to be faced with many of the recurring trials that will haunt her throughout her adult life. Her father, Pancho, dominates her not only because she is an adolescent, but also reflective of the control men exert over women in her world. Pancho is also responsible for her introduction to another trial she will face as she grows – that of race. When Ramona sees the portrait of Salomé Pancho has commissioned, she says, ‘That’s not what your mother looked like.  […] Your mother was much darker for one thing,’ and Camila wonders, ‘As dark as me?’ (280 – 281) The color line is further accentuated when she compares her complexion to that of Pancho’s second wife and family: ‘Even though she herself is quite light-skinned, next to the pale Tivisita and the new brood, Camila looks like one of the servant girls’ (INS 281).
Camila’s darkness will influence her later experience in the United States, but even at this age, living in Santiago de Cuba, she feels American influence. The U.S. occupation of Cuba is mentioned in an unfavorable light, and this is just the first reference to a force that affects not only the countries from where she comes, but also Camila personally, regardless of where she lives. 
Another recurring trial introduced in this chapter is Camila’s sexual identity. Even at this young age she begins to experience the ambiguous nature of that sexual identity. In a single paragraph, she talks of her first kiss with a boy and the unexpected sensations she feels when alone with her best girlfriend. She is unable to investigate the feelings she experiences with that friend, and the compulsion to keep her feelings a secret signifies the struggles she will face as her sexuality develops and becomes more insistent. 
And finally, Camila begins to feel the weight of her mother’s presence as the poetisa Dominicana. She notes: ‘Poetry is sacred in this household,’ and when she thinks of the ‘young man who calls her lovely,’ she realizes ‘he seems more taken with her mother’s poems’ than he is with her (289). Her mother’s memory is also always foremost in her mind, this memory will continue to haunt her as she grows into an adult woman.
At each stage of Camila’s life, her heroic journey is sidetracked, aborted, or foregone. She continues to face trials of patriarchy: At twenty-four, Camila is living in Minneapolis, Minnesota with her brother Pedro, where they are pursuing graduate degrees. He dominates her decisions and her studies take a back seat to his doctorate work as she types his dissertation before working on her own. 
Pedro works to exert control over her personal life, too, and follows her because he believes she is romantically involved, determined to rush her back ‘home’ as soon as he gains proof. What Pedro does not realize is that the affair she is having is with a woman rather than a man. Here she must face his disapproval that not only is she a sexual being, but also that her sexuality is taboo. 
Although Pedro’s discovery is a traumatic moment in Camila’s life, some of her greatest struggles during this period are shared with her brother – the struggles rising from racism and American nationalism. The two forces are inextricable in this chapter; because the country is at war, xenophobia is rampant and ‘all foreigners are suspect’ (INS 233). They are forced to carry letters proclaiming their loyalty to the United States and explaining why they are at the college. The influence the U.S. has had on the Dominican Republic is also mentioned, and that influence reaches into the personal realm. Their father is the president just deposed by the American government: ‘President Pancho has been ousted by the Marines and is waiting in exile in Santiago de Cuba for the war to be over’ (INS 235). Camila’s race and ethnicity also influence her academically. When selecting the topic for her master’s thesis, she ‘wanted to write about Hostos, her mother’s dear friend and mentor. But Professor Olmsted, tall, tow-headed, with his thick mustache and his sad walrus expression, had suggested someone a bit more classical’ (236 – 237) (emphasis mine). 
And once again, the memory of her mother and the influence of her family appropriate Camila’s self-appraisal: ‘Even at twenty-four, it is difficult to break this old habit of seeing herself through their eyes’ (INS 243). Even after finding Marion, who becomes her longtime lover, and standing up to Pedro by choosing to stay in the U.S., she still feels the pull of his and the rest of her family’s disapproval. It is this pull that tugs her back from her journey to autonomy.
The next chapter chronicling Camila’s journey takes place five years later in Washington, D.C. Again she faces numerous and varied trials, and again when she is called to adventure she begins to answer the call and then backs away from the adventure. One of the principal trials she faces at this point in her life is that of her sexual identity. She has been dating Major Scott Andrews for a few years, and he has proposed marriage. She admits daydreaming about him, but she also admits her ambivalence: ‘Then, of course, she will have to decide if she loves him’ (INS 191). Although many women are ambivalent in their feelings about a love interest, Camila’s ambivalence extends toward gender preference. She feels the need to accept the Major’s proposition and end her relationship with Marion: ‘Now that they are apart, Camila must use this opportunity to make it clear that Marion should not come back. She must get free of their special connection’ (197). 
Another major trial Camila faces is one brought about by racial identity and racism. Early in her description of love interest Scott Andrews, she introduces the racial differences between them. She describes him as ‘Tall, slender, with the fair complexion of his English ancestors’ (INS 195). He is also aware of the difference, and in the same letter, she adds: ‘His people are from New Hampshire. Early abolitionists, he makes a point of telling me’ (195). Although Camila is comfortable with the color in her skin and her ancestry, she is not sure her American boyfriend will be. 
Camila is fairly light-skinned, but Pedro is much darker than Camila; he and their brother Max ‘look most like Salomé’s side of the family, darker-skinned, a kink in their hair, all the telling features’ (201). Ramona’s description of Salomé is that she was ‘a plain mulatto woman,’ although the posthumous portrait her father commissioned depicts Salomé as ‘pale, pretty, with a black neck band and a full rosebud mouth, a beautifying and whitening of the Great Salomé’ (205). Camila notes that she is supposedly ‘taller than her mother, more attractive,’ but she wonders if this description simply means ‘‘whiter, paler, more Caucasian’ in her looks’ (INS 204). But for all this attention to race and skin color, Camila seems to be comfortable with her racial identity. 
The last notable trial with which Camila is faced during this period of her life is American ideology. Camila must learn to live in a country that has abused and oppressed her homeland and her family. Her father was President of the Dominican Republic for only four months, and was ousted when the ‘Americans had invaded the island’ (INS 190). Her bitterness toward the U.S. and the havoc it has wreaked on her patria and her father is evident in many of Camila’s conversations with Scott Andrews. Her father is determined to gain audience with someone at the State Deaprtment, and Camila believes she can help him do so through her connection with Scott Andrews. She pressures him to help her father and finally gives him an ultimatum: ‘If you want a future for us, you will not refuse me’ (206). However, her demands backfire and instead of securing an audience for Pancho, Andrews betrays both Pancho and Camila by contacting Peynado, a representative of the government the U.S. has established in the Dominican Republic. Betrayed, angry, but proud, she accepts defeat, telling Andrews and Peynado that she and Pancho will be out of the U.S. by the end of the week. She turns her back on hope for her father’s success, on any hope for help from the United States, and most poignantly, on Scott Andrews, evidenced in her last gesture toward him: ‘And then, because she cannot hold in the fury any longer, she brings her hand down hard on the major’s pale face’ (INS 211). 
Perhaps Camila’s strongest answer to the call for autonomy comes in the next episode of her life. At forty years old, she is in Cuba, actively protesting the dictatorship of Batista.​[47]​ She exhibits a strength and autonomy that are not evident before this time or until much later in her final years evidenced in the Epilogue. As Sirias notes, the one place where Camila ‘does express herself rather openly is in her political views’ (127). She acknowledges in this chapter that, unlike her mother, she has never pursued her own journey: 

But unlike her mother’s broad shoulders, which carried the future of her nation, Camila’s are mostly used to give piggyback rides. It is she who has been tending to the old people, soothing ruffled tempers, paying the bills. It is she who is making sure her half brothers get some kind of education. There has never been much time for work that interests her (INS 151).

Because she is feeling the need to find herself – as Lichtman would say, to become ‘one-in-herself’ – she begins frequent trips to Havana because ‘she just wanted to get away and be a part of a larger world’ (151). This battle for autonomy is waged against the demands of a family she has always served, and although her political work is conducted in secret, that in itself makes perfect sense to her: ‘Here she was – enslaved to her family’s smallest demands and fighting for these larger freedoms. But it sort of made sense. Hadn’t it always been easier for her to live abstractly rather than in the flesh?’ (INS 151). 
It is during this period of her life that Camila’s father dies; paradoxically, his death does nothing to relieve her from her familial ties and obligations. Before he dies, however, she follows her inclination for autonomy and actively protests Batista’s government and its treatment of women. This protest is conducted in secret and she lives in fear that she will be found out. She imagines the scandal the discovery of her activities would cause and ‘began to wear her trademark hat at protests’ to disguise her face (152). 
After Pancho’s death, Camila initially does begin to take control of her life, moving the family to Havana so she can be closer to her political activities. Whenever she leaves the house, her two ‘old aunts’ try to stop her because of the dangers they imagine, and Camila recognizes their attempts to arrest her movement toward autonomy: ‘Camila thinks of them as the family sirens, luring her back to the greater danger, a closed-down life at home. ‘I’ll be fine,’ she promises’ (INS 158). These aunts are simply more obvious manifestations of the role most of her family play in her journey – that of the threshold guardian. Joseph Campbell discusses this commonly occurring figure in a hero’s journey as one who protects the status quo, ‘the watcher of the established bounds,’ but he adds that the hero only succeeds by ‘advancing beyond those bounds’ (82). These aunts are impotent as threshold guardians, but Camila’s brother Max is not. He arrives the day before a large demonstration she has organized and exerts pressure upon her to stop her political activism. He uses the family and guilt as leverage, but she does briefly stand up to him:

She stands up, indignant that he should be arranging her life with her old aunts behind her back. The quick movement sends the blood spiraling to her head, and for a moment she feels she might faint on the spot. ‘You can take them if they want to go, but I am not going with you. I have my own life here.’ Her voice has begun to quaver. She is not in the habit of making firm statements to her family (164).

Camila claims her independence in this scene and seems well on her way to self-actualization and autonomy. However, this success is short-lived, and in the next chapter of her life, the reasons for her regression are painfully clear. At the beginning of this section, Camila feels unencumbered with her past restraints and obligations. As she arrives to meet her brother Pedro, whom she has not seen for twenty years, she feels free: 

She has escaped. She remembers an old engraving in a picture-book of myths in her father’s library: a girl running away to avoid a dark cloud of what looked like gnats pursuing her. […] She is free of that little graveyard of the past she has been rendering, which has been filling up with her personal dead, her failed loves, as well as all the new Cuban casualties of the Batista dictatorship (INS 108).

However, Camila is not as free as she imagines. Confronted with the trials created by her mother’s fame and her brother’s judgments, she is once again derailed from her journey and autonomy.
Feeling strong and independent, Camila is ready to accept the responsibility of her mother’s legacy. That responsibility has been multiplied by Pedro’s success: ‘He is famous now, she reminds herself, more famous than their mother ever was’ (108). In answer to his and her mother’s fame, she notes the changes she has made: ‘She is thinner, the strong bones of her face more pronounced. She looks, well, famous, too!’ (108). She believes that she has found that fame through her poetry: ‘Camila could end up being the child who inherited her mother’s gift, her own blossoming coming later in life’ (109). This is not the only time Camila blurs the distinction between herself and her mother: she recalls a line of poetry and is not sure if she has written it or if it was a line of her mother’s (105); when she sends copies of her poems to brother Max, ‘he wants to publish them in the Dominican papers with a headline, SALOMÉ LIVES AGAIN’ (114); an old family friend and poet tells her ‘‘You have your mother’s gift. Keep working at it’’ (114); she calls herself by her full name, giving herself the descriptor her mother held – ‘Salomé Camila Henriquez Ureña, the poet’ (115); she wears her mother’s dress to her brother’s address and notes ‘her body conforms exactly to her mother’s body, as if she were somehow resurrecting her mother in her own flesh’ (121); and, finally, although she positions herself not quite on Salomé’s level, she wants to carry on the work her mother began: ‘She, too, wants to be part of that national self-creation. Her mother’s poems inspired a generation. Her own, she knows, are not clarion calls, but subdued oboes, background piano music, a groundswell of cellos bearing the burden of a melody. Every revolution surely needs a chorus’ (INS 121).
Camila sees these parallels because she is ready to embark upon her adventure. On the train going to meet her brother she names this feeling of adventure: ‘She feels like a heroine, suspended between lives, suspended between destinations’ (105). However, Pedro, whom she trusts completely, shatters her dreams of becoming a poet. When she asks him to read and critique her poems, he returns with the news that she should take the teaching position and perhaps keep writing, but only for her own pleasure. When she challenges his opinion, his words crush her last bastion of hope, iterating that although she has good intentions, her ability as a poet is mediocre, and that mediocrity can only injure la patria: 

I [Pedro] am continuing the fight [for la patria]. I am defending the last outpost.  […] Poetry […] I am defending it with my pen. It is a small thing, I know, but those are the arms I was given. Defending it because it encodes our purest soul, the blueprint for the new man, the new woman. Defending it against the bought pens, the dictators, the impersonators, the well-meaning but lacking in talent (125) (emphasis mine).

Even when he apologizes, it is clear she has retreated to familiar behavior – that of quietly acquiescing to the needs and desires of her family rather than herself: ‘‘I’m sorry,’ he says in a voice so nakedly sad that she feels momentarily sorry for him’ (126). She quickly surrenders to his opinion and actually feels relief at abandoning her journey: ‘And she suspects he is right, for what she is feeling is not sadness, but immense relief. […] There are other women she can be besides the heroine of a story’ (126). 
Nine years later, the effects of a call ignored are evident in Camila’s life. She is a woman in her mid-fifties, feeling ‘too old to still be knocking around the hemisphere, [a] motherless, daughterless, fatherless soul.’ (INS 74). Unsettled and unfulfilled, she seems to feel ‘the terrible moral disinheritance of exile,’ and wonders, ‘What will become of her?’ (84). She is tired of her battles, and many of the trials with which she has struggled over the years have lost their sting. 
One such battle she abandons is her struggle to define her sexual identity. Marion, her long-time lover, offers one last time to commit to Camila, and Camila refuses. She sees Marion as part of her past, not of any future. Another trial to which she has relinquished the fight is that of American ideology and cultural ignorance. Although ‘Every year will be her last year in the United States’ (69), she accepts many of the injustices and tactless behaviors of Americans. 
One trial Camila does meet head on at this time is that of her mother’s overwhelming memory and the control her family has had over her. Before speaking at an engagement to celebrate Salomé’s hundredth birthday, she is confronted by a young Dominican man. He calls her to defend her country and protest the condition under which it exists; initially she ducks the challenge. He accuses her, ‘You come here, you get ahead, you forget your country’; she knows she can defend herself, but also knows that ‘He is the voice of her own heart if she were prepared to obey it. Instead, she stands, weary’ (INS 80). She does, however, ultimately answer the call and step up to the challenge, even if the answer is short-lived. This affirmative answer to the call comes as she begins to read her innocuous, prepared speech, and she realizes that to read it will be an affront to her mother and to herself. Instead, she fearlessly speaks the truth:

I have accepted this invitation in error,’ she begins, her voice breaking with tension. ‘I cannot celebrate my mother’s work when her country is in shambles.’ She brings up the recent disappearances, the murders, the massacre of the Haitians she has never mentioned publicly before. All her life she has had to think first of her words’ effect on the important roles her father and brothers and uncles and cousins were playing in the world. Her own opinions were reserved for texts, for roundtables on women’s contributions to the colonies, for curriculum committees implementing one theory of language learning over another. ‘But if I remain quiet, then I lose my mother completely, for the only way I really know her is through the things she stood for (INS 85).

Here Camila stands up not only with her mother’s memory instead of behind it, but also against the patriarchy that supports the secondary role she has played to her male relations throughout her life. This small triumph provides hope that she can change and ‘the girl wait[ing] in the wings of her heart’ will have those ‘important things she was promised that have not yet happened: a great love, a settled home, a free country’ (79).
Ten years later, Camila finally makes the leap that will enable her to find autonomy and becomes ‘one-in-herself,’ embarking on her adventure and entering fully the stage of the Virgin at sixty-six years old. But before she makes that leap, she confronts many of her old trials and sets them straight. 
Camila takes a hard look at the American Dream and how it has affected her life. She has known all along that this dream does not include her – partly because its dictates include an image she will never fulfill, and partly because she has always refused to be appropriated by her host country. When examining her relationship with her long-time friend and lover Marion, Camila suspects the reason the relationship never succeeded was not because of a lack of commitment to Marion, but rather because ‘she was not committed enough to living in this country’ (INS 35). She is acutely aware of those differences that prevent her from settling in. Language also remains a barrier; she notes: ‘Even after all these years, she has to strain to understand and to make herself understood in English’ (31), and she notes the mispronunciation of Spanish words by her personal acquaintances and the American public in general as a sign of disrespect. 
This slighting of Latin differences by Americans is not limited to language; Camila also notices the preconceptions Americans harbor toward Latin Americans, American elitism, and a basic lack of consideration. When she introduces her students to her mother’s poems, they are critical and dismissive. She defends the poetry, claiming the poet is ‘As good as your Emily Dickinson, as good as your Walt Whitman,’ and as she walks home: ‘she cannot forget the indifference in their voices, the casualness of their dismissal. Everything of ours – from lives to literature – has always been so disposable, she thinks. It is as if a little stopper that has contained years of bitterness inside her has been pulled out’ (INS 39).
The anger Camila feels is coupled with dissatisfaction with her life. Tired of feeling as if she is ‘the nobody’ in her family (38) and wondering ‘what rules apply to a foreign woman who goes mad in this country’ (32), she decides her forced early retirement is a final opportunity to fulfill her potential for autonomy and self-actualization. In a conversation with her doctor, she names her yearning to answer the call: ‘ ‘But this is my last chance, and I don’t want to spoil it.’ ‘Your last chance at what, Miss Henry?’ he asks softly.  […] ‘To start over’’ (32). Instead of taking the sedatives the doctor offers, she prefers spiritual help to embark upon her adventure: ‘How about a strong clarion call? she should have asked him. One of those resurrection angels who wake up the dead when they blow their horns’ (33). Having developed the habit of looking to her mother’s poems for answers, she wonders if ‘the game is working’ and the ‘answers are coming at last’ (33); tellingly, when she opens to the poem ‘Luz,’ she reads, ‘ ‘Where shall the uncertain heart attempt its flight? Rumors of another life awaken it’’ (INS 35).
This new life is Camila’s answer to the call. She feels the change and is amazed it has finally come: ‘It is a mystery how the heart gets free’ she thinks and declares, ‘I think it is time now to go back and be a part of what my mother started’ (35). She feels a connection to her mother as she goes through some family things, and that connection instills a desire she had lost years before: ‘Ten years ago, at the centennial of their mother’s birth, Camila stopped using her first name, Salomé, considering it an honor she had not earned. ‘I’m just plain Camila,’ she corrects those who read her name from some official record’ (37); after sorting through the trunks, although still ambivalent about the future, she does have one desire: ‘All she knows is that she wants to become Salomé Camila, living it’ (INS 45). 
However, still hesitant about and unsure of her path to autonomy, when her half-brother asks if she will be coming to Cuba, Camila thinks of telling him, ‘I am waiting for a sign’ (37). That sign does come, and it comes in the form of a familiar ghost. When she sees Fidel Castro’s face on the television, she sees her brother Pedro, who has been dead for fourteen years. She watches Castro and feels he is speaking directly to her: ‘He is putting out a call for teachers and doctors, dentists and nurses. ‘Come join us,’ he says, looking straight at Camila’ (46). And she commits to the adventure.
The freedom her commitment brings nourishes Camila and removes her fear of a life dwindling away into oblivion: ‘She is feeling more hopeful than she has in a long time. Just when she thought her life was over […] just when, in short, she thought her story was over, epilogue coda, diminuendo, she has happened upon a caravel with sails filling with wind . . .she has happened upon a way home […] All the heart wants is to be called again’ (INS 47).  Finally, she releases any left over ambivalence and hesitation in a symbolic act: 

She finds her folder of lists, pros and cons to this or that plan, and rolls the sheaf into a cylinder that looks amusingly official – a scroll, a diploma. Turning on her stove, she sets fire to one end and drops the burning pages in the sink. The future goes up in flames. Although it is only midafternoon, she pours herself a glass of wine and lifts it in celebration. ‘To us,’ she toasts the radiant, smoky air (48).

At last Camila begins her journey and embodies the Virgin; she finally ‘becomes her own woman, belonging to no man, owing no allegiance except to herself, accepting all responsibility inherent with her choices and decisions’ (Lichtman 38). She is letting go of a life lived in oblivion, one in which ‘she indulged [the] habit of erasing herself, or turning herself into the third person, a minor character, the best friend (or daughter!) of the dying first-person hero or heroine’ (INS 8).
Thirteen years later, Camila moves into the final stage of her journey, embodying the Crone and speaking in that first-person voice she has heretofore avoided. However, before examining her life stage as the Crone, it is important to realize that she does, in fact, embody the Mother between these two stages. 
The Mother stage of her journey takes place ‘off stage.’ In the Epilogue, we learn that Camila has spent the previous years in Cuba as a teacher and reformer, ‘emerging as the guardian and perpetuator of the human species’ (Lichtman 49) through her work in literacy there. While discussing her work in Cuba, she says, ‘We have to keep trying to create a patria out of the land where we were born’ (INS 342), and her vision to do so is to create a country of literate citizens: ‘I had never thought of the real revolution as the one Fidel was commanding. The real revolution could only be won by the imagination. When one of my newly literate students picked up a book and read with hungry pleasure, I knew we were one step closer to the patria we all wanted’ (347). When Camila fleetingly feels that she has somehow shortchanged the world by not having any biological children, feeling as if ‘she is a bead unstrung from the necklace of generations’ (2), she escapes those thoughts by remembering the many lives she did help to create: ‘Not true! My Nancy in Poughkeepsie, my coffee sorters in Sierra Maestra, my Belkys, my Lupe, my Elsa in Santo Domingo – my own and not my own – the way it is for all of us childless mothers who help raise the young’ (INS 351). As Lichtman notes: ‘She becomes the social context of humanity, preserving and improving society through the children she bears’ (45
Camila has reconciled with her doubts and shortcomings when she finally returns to Santo Domingo at seventy-three years old. After giving herself to social service while in Cuba, Camila ‘emerges from the mother to again become one in herself’ (Lichtman 65), as she enters the Crone stage of her journey. As the Crone, Camila ‘emerges from her maternal trials as woman made stronger through experience. [Because] she has been patient and receptive to life, she returns the lessons learned to the young,’ and she ‘moves into the realm of eternal values’ (Lichtman 66). 
Physically, Camila embodies the characteristics of this stage of the journey. She is well past menopause, Lichtman’s physiological marker, and she ‘feels her body’s decay but accepts the wisdom that from death comes new life’ (Lichtman 66). The minimal concern she shows for her numerous physical ailments is explained by the distinction she makes between physical and spiritual, a distinction echoed later in a short conversation with a young boy, ‘‘Can’t you see, doña?’ ‘Not as well as I used to,’ I explained to him. In some respects, I might add, much better than I used to’ (352). This evidences an existence that straddles two worlds: ‘As mistress to the two worlds of time and eternity, she stands at the threshold between them, interpreting for those younger the lessons and values of human life and human mortality’ (Lichtman 66).
In the true nature of the Crone, Camila shares her wisdom with the young lives by whom she is surrounded. Her niece Belkys takes Camila to visit Salomé’s school and to find the old house in which Salomé lived. The young girl is distressed that Salomé is not well-remembered, and when they discover that the school Salomé founded is run down and has clearly compromised its commitment to ‘the positivist method’ and ‘young minds asking unsettling questions,’ and has replaced those ideals with scolding, recitation, cooking lessons, and hall passes, Belkys sobs and asks, ‘What would Salomé say if she could see the place now [?]’ (341). Aware, as the Crone is, that life is cyclical, Camila answers: ‘What would she have said, except what she must have said to herself, time after time, when her dreams came tumbling down? Start over, start over, start over’ (INS 342). 
And to her niece Elsa, Camila teaches the equality of humanity and the importance of the journey over the destination. Elsa asks her about her decision to leave the United States for Cuba, about the sacrifice of her pension and security, and Camila tells her she has lost ‘Less than you think’ (349). When Elsa points out that Camila is too self-deprecating: ‘You always want to make yourself sound less great than you are’ (349), Camila laughs with the wisdom she has gained: ‘We are all the same size, don’t you know? Just some of us stretch ourselves a little more’ (349). This realization of humanity’s equal potential, coming after a life spent living in the shadow of greatness, truly speaks of the growth Camila has experienced. Additionally, Camila shares the wisdom that the journey of life is more important than any destination, and there really are no complete answers. When Elsa notes that Castro is not the answer to Cuba’s problems, Camila responds:
It was wrong to think that there was an answer in the first place, dear. There are no answers.’ I hesitate. I don’t even know how to explain this to her. If I could see her face clearly, perhaps the words would rise up from the mute knowing of my heart. ‘It’s continuing to struggle to create the country we dream of that makes a patria out of the land under our feet. That much I learned from my mother.’ [...] Such a mistake to want clarity above all else! I feel like telling her. A mistake I myself made over and over all my life (INS 350).

Camila intuits she will die soon, but in the true nature of the Crone, she realizes death is not an ending: ‘There is a sense of a transformation of energy never really lost, only remade, re-membered into a new life, thus completing and beginning again a cycle of life from the experience of death’ (Lichtman 71). This knowledge is part of why she comes back to the Dominican Republic; she feels ‘the weariness of the old dog turning in circles around the spot where he has chosen to lie down’ (337). And she chooses the place of her birth, although she has spent almost none of her life there, in which to lie down. She also insists that the headstone under which she is to be buried reflects the growth she has experienced. When she realizes the stone reads simply ‘Camila Henríquez Ureña,’ omitting the name she intentionally left off for many years of her life, she demands that it be changed. When she tells her family that ‘The name is wrong,’ her brother replies: ‘You always liked going by Camila […] In fact, Papancho said you use to get annoyed with him when he called you Salomé Camila. You’d go hide’ (334). But instead of acquiescing, arguing, or explaining her life and her reconciliation with her mother’s name and memory, she simply insists: ‘I want you to have the stone redone’ (335).
In the final scene of the novel, Camila ventures alone to the cemetery to check the stone. While there, she asks a young boy, who is pulling weeds from around the graves, to read the words on the stone to her. When his silence communicates that he cannot read, Salomé Camila Henríquez Ureña continues the work to which she has dedicated her life; she takes his hand and traces the letters carved into the stone, and then: ‘‘Your turn,’ I say to him. Together we trace the grooves in the stone, he repeating the name of each letter after me. ‘Very good,’ I tell him when we have done this several times. ‘Now you do it by yourself.’ He tries again and again, until he gets it right’ (353). Camila’s journey is complete, her life stages fully realized, and she continues to share the ultimate boon of wisdom, compassion, and universal care until the end. 
In the last thirteen years of her life, after years of surrendering to trials from many fronts, Camila finally moves into and then from the self-protecting Virgin stage, to that of the caring Mother, and finally to exhibiting the universal care of the Crone, and that journey completes the cycle of hope and promise her mother began one hundred years before. In contradiction to Anglo-American culture which shuffles the elderly into nursing homes and retirement villages, Camila finds and names meaning for herself and future generations during this final stage of her journey. Sirias notes: ‘Far from being sad and pessimistic, the vantage point of the elderly Camila constitutes the viewpoint of a victor. The reader finds that, at last, Camila has gained a strong sense of self. She finally is at peace with the role she has played in life, and she is content with her niche in the family’s extraordinary history’ (124). She has indeed emerged from and honored copiously the name of her mother, Salomé.
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Conservative Women:  The symbol of the anti-Allende resistance


On September 4, 1970, Salvador Allende, a member of the Socialist Party, was elected president of Chile.​[48]​  The Unidad Popular (Popular Unity, UP) coalition he represented consisted of the long-established Socialist, Communist, and Radical parties and two new parties, the Christian Left and MAPU, Movement of Unified Popular Action.  The Chilean right and the U.S. government received Allende’s victory, which was the first time a Marxist was democratically elected president, with shock and horror; the Chilean Left and a broad swathe of the middle and working-classes danced in the streets with joy.  Conservative women, who harbored strong anti-communist feelings, were the first to take to the streets of Santiago to protest Allende’s assumption of power.  On December 1, 1971, these women, their forces augmented by the addition of women from the centrist Christian Democratic Party, now part of the anti-Allende opposition, mobilized thousands of women to demonstrate against the Popular Unity government.  Calling their protest the March of the Empty Pots, they marched through downtown Santiago decrying what they claimed was the current state of affairs in Chile:  the lack of democracy, the shortage of food and other necessary items, political repression, and the increasing move to totalitarianism, which the six-week long visit of Fidel Castro to Chile represented to them.  They clashed violently with government supporters and the police, who were called out to prevent them from marching further downtown to La Moneda, the presidential palace.  From that date on, women became the heroines of the anti-Allende movement, some of its most stalwart members and the symbol of the Chilean people’s repudiation of the ‘Marxist government.’   




Teresa Donoso and María Correa Morandé:  Proud narrators of the anti-Allende women’s movement


In 1974 Teresa Donoso Loero published La epopeya de las ollas vacías (The epic of the empty pots) and María Correa Morandé published La guerra de las mujeres (The war of women).  Both books were published in Chile after the 1973 military coup d’etat, at a time when the military government of General Augusto Pinochet had imposed a strict policy of censorship on the country.  The fact that these books were openly sold indicates that the military regime approved of them, otherwise neither of these books would have seen the light of day in Chile, except as clandestine publications distributed furtively by those who opposed the dictatorship.  Pro-Pinochet forces in Chile welcomed these books.  Teresa Donoso Loero enthusiastically praised Correa Morandé’s book in her commentary in El Mercurio, the conservative newspaper that represents Chile’s elite.  Alluding to both the book and the women who fought against Allende, Donoso Loero wrote, ‘Alguna vez, cuando Chile sea mayor de edad, los historiadores que den cuerpo a esta etapa de su biografía—el periodo allendista—tendrán que tener muy en cuenta la guerra de las mujeres.’​[49]​
Teresa Donoso Loero was a journalist, political activist, and member of the centrist Christian Democratic Party in Chile.  She wrote in El Mercurio during the Popular Unity years.  In 1973 she was president of the Associación de Mujeres Periodistas (Association of Women Journalists) and won the prestigious Helena Rubenstein award for journalist of the year.​[50]​  In 1978, when the Pinochet dictatorship ruled Chile, she won the Premio Lenka Franulic, a prize given to women journalists in Chile.​[51]​  In addition to writing La epopeya de las ollas vacías and numerous newspaper columns, she also wrote Historia de los cristianos por el socialismo en Chile (The history of Christians for socialism in Chile), which was a vituperative attack on those sectors of the Catholic Church who adopted the tenets of Liberation Theology.​[52]​




Women:  National heroines in the war against Allende 


Both Donoso Loero and Correa Morandé wrote their books because they wanted to shape how Chilean society and posterity conceived of and remembered the role of women in the anti-Allende struggle.  In the dedication to her book, Correa Morandé wrote, ‘Estas páginas constituyen un modesto homenaje al Poder Femenino, que fue el alma de la resistencia contra el marxismo en Chile.’​[55]​  Donoso Loero dedicates her book to, ‘A la mujer chilena desconocida que combatió en las calles de su país por darle la libertad.’​[56]​  Both dedications establish the central role that these authors believed that the anti-Allende women played in the fight to remove the Popular Unity government from power; they also suggest a concern that women’s contributions would be lost and forgotten, an eventuality that these women wanted to prevent by recording their versions of what took place in Chile during the Allende years.  Both authors write in a vivid, dramatic, one is tempted to say a somewhat over the top style.  Neither text offers a cool, dispassionate analysis of the anti-Allende women’s movements; both are a flamboyant justification of the women who struggled against the Popular Unity, and a zealous call to support the military dictatorship.  Correa Morandé’s text consists of dialogues that she recreated between and among women in Poder Femenino and her interpretative comments on these discussions and the other events she narrates. She notifies the reader that her writing is ‘basado en hechos reales, condensados del major modo possible.  No hay nada ficticio, solo que a veces se omiten detalles innecesarios.’​[57]​  Donoso Loero’s book proceeds through a thematic-based accounting of what to her were significant moments in the anti-Allende struggle.  




Images of war, militaristic language, and women warriors


These women chose to characterize their opposition to Allende as a war for several reasons.  They were profoundly anti-communist and they understood Chile to be a key battleground of the Cold War.  They emphasized, not to say exaggerated, the violence of their confrontations with supporters of the government, as well as the threat of violence they maintained the government embodied, because it served to undermine the Popular Unity’s claims to uphold democracy in Chile.  They used their allegations of government violence to justify the intervention of the armed forces and the ending of Chilean democracy.  Although no evidence exists to back them up, these women, and many others who supported the military coup, asserted that only the timely overthrow of the Allende government saved Chile from being swept into a vortex of civil war, which would have resulted in a bloodbath and the loss of hundreds, if not thousands of lives. 
	Donoso Loero repeatedly evokes militaristic images to describe the women who fought against Allende.  When conservative women heard about Allende’s victory in the polls, they were the first to go into the streets to protest his election.  They called on the Christian Democratic Party not to turn over the presidency to Allende, an act that would have been a clear violation of Chilean tradition.  Donoso Loero characterizes women’s initial sortie into this political arena as their ‘primera batalla de la Guerra de los tres años.’​[58]​  When women demonstrated against the government, they took up their positions in the ‘trincheras.’​[59]​  She refers to women reporters who wrote against Allende as ‘las capitanas de la mujer chilena desconocida.’​[60]​ [Note, I changed this because I thought this was better.]  Women went to the March of the Empty Pots, ‘armadas . . . de cacerolas vacías,’ which she defines as ‘un armamento femenino.’​[61]​
In March 1973 Chile held congressional elections.  The opposition hoped to win enough seats in Parliament through the elections to impeach Allende.  When this did not happen, they protested the results, cried fraud, and decided that if Allende could not be removed through elections, then direct military intervention was needed.  Poder Femenino issued a manifesto that rejected the results of the election, declared a situation of emergency, and called on its bases to ‘asumir nuestra responsabilidad’ and to take action against the government.  Their message was tantamount to ‘una incitación a la guerra civil.’​[62]​  Far from portraying women as pacifists or nurturers, Donoso Loero describes them as fierce combatants.  In the face of what she characterizes as men’s passivity, and incensed at the outrages committed by the UP government against Chile, women had to adopt the roles that men have not taken on.  ‘Como nadie peleaba por tu [referring to Chile] honor herido, nos hemos hechos soldados.’  (Since no one fought for your wounded honor, we have turned ourselves into soldiers.)​[63]​




‘The most revolutionary figure that Chile has produced is women’


Both authors credit women with initiating and maintaining the anti-Allende women’s movement.  Correa Morandé opens her book with the statement that, ‘las mujeres chilenas llevaron a cabo una “resistencia” permanente, temeraria, en contra del gobierno marxista.’​[66]​  Quoting one of the anonymous women who made up Poder Femenino, Correa Morandé writes ‘Lo cierto es que entre todos, creamos el clima y mantuvimos la resistencia, hasta que las Fuerzas Armadas, concientes de cual era su mission, asumieron la dirección de la República.’​[67]​   Donoso Loero equally calls attention to the fact that women, not men, were the first group of Chileans to protest the September 1970 presidential elections that Allende won.  She concludes that, ‘No cabía duda:  el personaje más revolucionario que produjo este Chile contemporáneo fue la mujer.’​[68]​
Both women attribute women’s early and ongoing activism against Allende (and neither has any scruples whatsoever in protesting the tenure of the democratically-elected government) to a variety of gender-based qualities.  Donoso Loero attributes women’s initial forays into the streets to ‘la intuición de las mujeres,’ their ability to sense what an Allende government would mean for them.​[69]​  Donoso Loero describes Chile as a matriarchal society and ascribes to women the role of matriarch within the family.  As matriarchs Chilean women, according to Donoso Loero, are responsible for their families, including their men whose somewhat infantile and irresponsible behavior they have to simultaneously condone, conceal, and correct.  Their position as matriarchs does not represent a challenge to male power; instead it calls on women to exert invisible forms of power in order to convince men that they actually are the dominant force within the family, to encourage men to assume the role that is rightfully (biologically) theirs, and to at all times maintain the image of male supremacy.  The challenge this multiple performance demands has given Chilean women ‘su visión realista y práctica de la vida’ that, Donoso Loero writes, explains why women were the first to protest any ‘divagación marxista.’​[70]​ 
Correa Morandé links women’s immediate rejection of Allende to their perspicuity and to men’s immersion in the world of politics and business.  In an interesting vignette, she recounts (or creates?) a dialogue between several female members of Poder Femenino and their husbands that took place shortly after the presidential elections.  The dialogue highlights women’s passionate determination to oppose the Allende government, their husband’s unwillingness or inability to perceive the danger the Allende government poses, and women’s efforts to convince their husbands not to be fooled.  In many ways, this scene echoes the image of the Chilean woman as the matriarch who needs to protect and educate her somewhat naïve and trusting (qualities often associated with children) husband.  When the scene begins several of the women had just returned from the annual celebration of Chile’s Independence Day, September 18.  When the women burst into the room, excited by their attempts to convince President Frei not to turn over power to Allende (which would have been a violation of Chilean law and tradition), the men ‘examinaban unos documentos sobre el escritorio,’ apparently unconcerned with what these women consider to be the dramatic events engulfing Chile.  One of the women suggests that perhaps the election of Allende ‘no resulte tan malo [...] dicen siempre que en Chile no pasa nada.’  ‘Barbara’ bursts out, ‘No seas ingenua.  En Chile:  “ya pasó”.  Eugenio, presumably Barbara’s husband calmly counsels her ‘No te enojes, Bárbara, al fin y al cabo podemos pensar que este hombre [Allende] ha tenido una trayectoria democrática.  En el Senado [...]      ‘Barbara cries out, ¿Democrática, dices?  ¿Cómo presidente de OLAS?  La organización para extender la violencia por toda América Latina.  ¿Te parece así de sencillo?’  When Eugenio insists that you have to look at ‘el medio en el cual le gusta vivir, la gente que frecuenta’ Barbara lambastes him because he ‘insiste en el aspecto superficial.  No te engañes, es el más temible a todos.’  Gonzalo, somebody else’s husband, asks Barbara, ‘Tú piensas que hay que dar la batalla?’  Barbara responds directly, ‘Es claro.  Y para mí, sera más dura porque no tengo fe.  Lo hare de todos modos [...] todo lo que esté en mis manos.  No omitiré ningún esfuerzo.’​[71]​
Both women link women’s anti-Allende activity and disproportionate proclivity to conservatism (in comparison to men) to their condition as mothers.  (They disregard those women who are not mothers or who are mothers and supported Allende and the Left.)  As Correa Morandé explained to me in an interview with her,

El hecho de ser madre solamente pone a la mujer muy cauta, muy responsible, le da muchas trascendencia a las cosas.  Y los hombres, los hombres en realidad yo creo que el amor de padre es un amor adquirido, conciente, responsible, es un amor de racionamiento, pero no instinto. Es un amor que llegó por racionamiento.  Yo soy el padre de esta criatura, poer no lo tuvo adentro como la mujer.  No lo sintió vivo; no lo sintió nacer dentro de uno.  Entonces la mujer tiene una responsabilidad mucho más grande sobre el genero humano.  Yo creo que por eso la mujer es muy cauta, muy responsible.  Esa es la única razón que se me ocurre por qué son más de derecha, la derecha es más ordenada, más respetuosa.​[72]​

Along similar lines, two women in La guerra de las mujeres explain their level of activity against the Popular Unity government by referring to their children and the dangers that they believe communism poses to them.  ‘Todo es preferable a la implantación del comunismo.’  Another responds, ‘Y nuestros hijos?  Qué va a pasar con nuestros hijos?’ Her friend replies, ‘No lo sé. Creo que es solo por ellos, por lo que nosotras estamos haciéndolo todo [...] para proteger sus vidas jóvenes [...] y la felicidad a que tienen derecho todas las creaturas de Dios.’​[73]​
At a different point in the text, several women are discussing the strong participation of women in an anti-Allende march that took place in April 1972.  One of the women ascribes the large number of women marchers to women’s essentialist concern for their children:  ‘el grito angustiado de las madres con el corazón en carne viva, por el presente y el futuro de los hijos.’​[74]​  Donoso Loero also notes that the women who marched against Allende’s ascension to power did so ‘en nombre de “los hijos”’​[75]​  Blaming the disastrous shortage of food and other basic necessities that afflicted the nation beginning in 1972 on the Popular Unity government, Correa Morandé quotes one woman as saying, ‘la escazez las aterra a las Mujeres, mucho más por sus hijos quew por ellas mismas.  Sólo imaginar que un hijo puede morir de hambre,  no lo soporta ninguna madre.’​[76]​ 
Of equal importance, both authors promote the idea that love of country, patriotism, and nationalist sentiments caused women to flock to the anti-Allende movement.  They were defending the nation against what they classified as the anti-national scourge of communism.  In their treatment, these feelings acquire an almost mystical texture; they, like motherhood, spring from the essential nature of what it means to be a Chilean woman.  When these conservative women first marched against Allende, they sang the national anthem and marched around the statue of Diego Portales, an authoritarian national hero from the 1800s.​[77]​  The authors rarely mention the activist women’s political affiliations and bitter divisions that, prior to Allende’s election, separated them.  Donoso Loero does refer to them when she discusses the formation of Poder Femenino, but she does so only to show how insignificant they were compared to the need to unite to defend the nation against communism.  ‘En el caos que vivía Chile-por entre su politicización patológica—sólo un heroico patriotismo de mujer logró la convivencia del Poder Femenino.’​[78]​
On the first anniversary of the December 1971 March of the Empty Pots, members and supporters of Poder Femenino held an event to ‘rendirle homenaje a la Bandera (que, pese a los muchos esfuerzos de los allendistas por popularizar la hoz y el martillo, seguía siendo chilena).’   At the program a woman recited the following speech:

Manos de muj er boradron el primer pabellón.  Ingenio de mujer diseño la bandera de la Patria Vieja.  En un hogar de mujer desplegó aquella sus colores, al amanecer de la Independencia.  Esa mujer nos procede.  Asumió el forcejeo tremendo de un Chile naciente.  Nosotros vivimos su agonía.  De un extremo al otro de la Historia hemos buscado igual cobijo:  una bandera.  Ayer por inventarla; hoy para desagraviarla [...]​[79]​ 

At certain points, these women’s profound identification with maternalism merges with their equally strong love of nation.  Donoso Loero’s feelings for the patria are so intense that she anthropomorphizes the nation, transforming it into a sad daughter; the anti-Allende women become the nation’s mothers whose mission is to defend her.  ‘Por eso – PATRIA – desde hace tres años las mujeres hemos puesto a luchar por ti.  Como estabas hija y llorosa, nos hemos vuelto madres tuya.’  (This is why - FATHERLAND – we have struggled for you for three years.  Since you were our crying daughter, we have become your mothers.”​[80]​
	 The Chilean flag represented the Chilean nation to these women (as, it should be pointed out, it did for the Left), and they repeatedly reveled in the opportunity to display it.  When the anti-Allende women marched in the April 12 demonstration they carried the flag ‘como un reto al trapo rojo, de la hoz y la martillo, todas las manos enarbolaban banderas chilenas, flamenado airosas al viento de la tarde.’​[81]​




The construction of a multi-class anti-Allende women’s movement


Just as Donoso Loero and Correa Morandé professed to embody the interests of the nation, they also claimed to represent all Chilean women, regardless of class.  The only women they rejected were those who supported Allende, and their exclusion was based on politics, not class.  They verbally rejected class as a factor in influencing women’s participation in the anti-Allende movement, even as they inhabited a world that was strongly shaped by class differences.  The basis for their dismissal of class was three-fold.  First, they could hardly claim to speak for all the ‘women of Chile’ and exclude poor and working-class women who formed the majority of the population.  Second, they attributed their anti-Allende sentiments to their gendered identities as mothers and their patriotic sentiments as women; both of which are qualities that these women believed all Chilean women shared (except those nasty Leftists who were simply beyond the pale.).  Third, by ignoring class as a factor in shaping women’s political choices, these women hoped to obfuscate the reality of class and, most especially, their own privileged position and the miserable conditions in which a large number of Chilean women lived.  Not to have done so would have been tantamount to legitimizing call for social reforms and the revolutionary goals of the program put forward by the Popular Unity government, and this is something these women had no intention of doing.  
	Thus, both authors make a point of discussing, occasionally in lengthy passages, poor women’s feelings and activities against Allende.  When she analyzes the results of the critical March 1973 elections, Correa Morandé notes that the majority of women voted against Allende, unlike men, whose votes were more mixed.  ‘Desde las ubicadas en las poblacionales marginales, hasta las que habitaban en los barrios mejores, votaron contra el marxismo.’​[83]​   Donoso Loero notes that at the March of the Empty Pots and Pans  ‘se codearon la chupalla y la elegancia sin el menor resquemor’ (elegantly-dressed women and those wearing straw hats [marched] elbow to elbow without the least resentment).  According to Correa Morandé, the march showed that Chilean women from all classes were united, a statement that challenged the belief of some that ‘there are various types of women [in Chile] divided between [those who live] above Plaza Baquedano and those [who live] below it.’​[84]​  She includes one chapter on ‘Las Pobladoras’ (Poor Women) replete with their anti-Allende comments and written in the language of poor women and another chapter on peasant women who oppose the agrarian reform.




What about the men?


Both women make their criticisms of men very clear.  The texts seethe with anger and frustration at the men who, according to the authors, were willing to accept the outcome of the election and abide by the democratic rules of the game.  The men’s passivity and compliance, which is how the authors characterize men’s response to the UP government, galvanized the women into action.  These women did not act because they hoped to establish gender equality.  They mobilized because men did not defend them, their families, and the nation.  Men’s failure to oppose the Allende government forced women to abandon their homes and domestic duties and go into the streets to mobilize against Allende.  However, as the women repeatedly asserted, they did so as wives, mothers, and patriots, not as feminists seeking gender equality [...] They did not want to challenge men’s social and political position, quite the opposite!  They wanted men to offer them the protection they claimed to need, so that they could maintain proper gender roles and return to their homes and families.
Gendered identities and realities explain why women and men responded differently to the Allende presidency.  According to Correa Morandé, the prime distinction between the two genders is that men, unlike women, wanted power.  ‘Nada o casi nada mueve más fácilmente la voluntad de los hombres, que la ambicion del poder.’​[86]​  Women, on the other hand, acted out of love for family and nation.  On a different note, Donoso Loero emphasized the impact the system of matriarchy had on men.  She wrote that it spoiled men and made them indolent, thus unwilling to take the kind of bold action that Donoso Loero believed was necessary to defeat Allende.​[87]​
	Correa Morandé’s argument is more complicated and, ultimately, serves to justify the military’s seizure of power.  She directs much of her criticisms of men at the male leadership of the opposition National and Christian Democratic parties.  When women in the National Party heard that Allende had won the presidential elections, they called upon the party leadership to act, although it is not clear exactly what they wanted it to do.  Realizing that the male politicians were not going to prevent Allende’s assumption of power, one of the women in the National Party lamented the men’s failure to consider women’s perspective and insights.  ‘Los hombres no quieran aprender la lección-lke dijo- siguen dejando a las mujeres al margen de “la mesa de decisions” [...] y vean lo que está suciendo [...] Outraged, Bárbara, a member of the National Party cried out, ‘Con qué derecho se permitían restar al patrimonio intellectual y anímico de la Nación, el aporte de las condiciones diferentes y complementarias de la mujer?’​[88]​  Unwilling to passively await what they predict will be the destruction of Chile, these women went into the streets and protested, while the men did nothing.  When the women organized the large and successful March of the Empty Pots, the men were ‘surprised’ that the women could organize such an important demonstration.​[89]​  The significance of this comment is not in its accuracy, or lack thereof, but in the point Correa Morandé wished to make by including to it:  women’s bold actions in opposition to Allende contrasted sharply with men’s inaction; the fact that men were ‘surprised’ at the large turnout for the march reflected that men’s involvement with the parties blinded them to the national realities which women, who clearly had their fingers on the pulse of the nation, perceived accurately.  A later comment bears this interpretation out.  When women from Poder Femenino went to visit Renán Fuentealba, the president of the Christian Democratic Party, they urged him and his party to unite with the National Party in opposition to Allende.  The women, according to Correa Morandé, were ardently pursuing the unification of the opposition, which they considered a prerequisite to victory, while the men were dithering their time away in party meetings and inter party conflicts that amounted to nothing.  Again, men were too caught up in politics and the parties to defend democracy and the nation.  Asserting women’s right to act in the face of men’s refusal to do so, one of the women stated, ‘Nunca más, que los hombres de ideas democráticas, actúen dispares exponiendo el futuro de la patria con la mayor desaprensión.’​[90]​






Fuerzas Armadas al poder!


Neither author makes any attempt to conceal her support for the military intervention that overthrew Allende; they shed no tears for the death of Chilean democracy.  In fact, as their texts make clear, they had long been clamoring for the military to step in and end Allende’s presidency.  They looked to the military as the only force capable of helping them and of saving Chile.  Their attitude toward the armed forces reflected gendered assumptions about the role of men and women in society and politics; they looked to the military, that most quintessential male institution to rescue them from the dangers posed by the Popular Unity government. They describe the military as an apolitical body whose mission placed the needs of the nation above all else.  This patently inaccurate description reinforced the anti-Allende women’s own consciously chosen identity as apolitical women who acted solely out of love of family and nation, just as the armed force’s denial of any political interests served to justify their seizure of power.  Once he assumed power Pinochet repeatedly stressed that the military acted in response to the urgent cries of women, who repeatedly asked the military to save them.  In his Presidential Message issued one year after the 1973 coup, Pinochet extolled Chilean women who ‘expusieron su vida y abandonarn la tranquilidad del hogar para implorar la intervención de las instituciones uniformadas.’​[91]​  Pinochet’s and the other military commanders’ repeated references to the clamor of women, the mothers of Chile, allowed them to obviate the links that existed among the opposition political parties, the U.S. government, and the Chilean military in the planning and execution of the coup.  It also buttressed the military’s claim that it acted solely in defense of the nation and its most vulnerable sector, women.
	Both texts make it clear that anti-Allende women wanted the military to intervene.  Olga, one of the women in La guerra de las mujeres, confides to her friends her belief that they must rely on the military to save them.  ‘Con todo lo que está pasando [...] solo las Fuerzas Armadas podrán salvar nuestra convivencia.  Si no, a quién clamamos?’​[92]​  On September 10, one day before the coup, anti-Allende women demonstrated in front of the Minister of Defense.  Their demand was clear and to the point.  As they marched they chanted, ‘Fuerzas Armadas al poder!” (Armed forces take power) and ‘Ejército, Marina, y Aviación, salven a la nación!” (Army, navy, air force, save the nation).  
	Many of the women who opposed Allende characterized the military’s takeover as both necessary and justified, and as a reassertion of proper gender roles.  Donoso Loero describes the military actions of September 11, 1973, as those of ‘los hombres de Chile, sus hombres uniformados, estaban salvando vertiginosamente la Patria.’​[93]​  







These two texts, written by two prominent Chilean women who were active in the anti-Allende movement, offer much insight into the mentality of counterrevolutionary forces in Chile.  They reveal to the reader that neither women harbored any regret whatsoever for the overthrow of Allende and the Popular Unity government, or for the terrifying repression that followed.  Schooled in the language and outlook of the Cold War, these authors perceived the fight against the Popular Unity government as a war, one they were determined to win.  They fought the war wholeheartedly and they were determined to win.  They were also quite willing to employ any tactics they could to achieve their goal and to applaud the end of Chilean democracy once the military seized power.  
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The corrido La Adelita from which Consuelo Delgado’s Yo también, Adelita takes its name describes the experiences of a young woman who followed the man she loved when he went to fight in the Mexican revolution.​[96]​ While the role of working class soldaderas like the woman in La Adelita has been recognised, the contribution of middle-class women has largely been ignored.​[97]​ Yo también, Adelita attempts to redress this imbalance. The novel uses national allegory to support the right of middle-class women to vote in Presidential elections and, therefore, give them a voice in the post-conflict Mexican nation that they helped to create. 
Consuelo Delgado’s novel Yo también, Adelita has only recently been rediscovered. It was published in 1936, at a time when the campaign for women’s suffrage was growing in Mexico, and it portrays the life of the middle-class González family from the 1908 Viesca uprising until Venustiano Carranza comes to power in 1917.​[98]​ Yo también, Adelita charts the journey of Rosina, from childhood to adulthood against the backdrop of the Mexican revolution. The novel places particular emphasis on Rosina’s educational career and her romantic relationships. The main members of Rosina’s family include: her grandfather, Don Estanislao, her mother, María, and father, Juan, her aunt, Herlinda, and her grandfather’s brother, Don Pedro, his wife, Doña Concha, and sons, Pablo and Alberto who Rosina marries. 
There are three particularly striking features about the way in which Delgado portrays the revolution in Yo también, Adelita. Firstly, considerable importance is attached to the events prior to 1910, the date when the revolution is usually understood to have begun according to the standard periodisation. Secondly, the novel explores the relationship between social class, and particularly social inequality and class division, and the revolution. Thirdly, rather than focusing exclusively on political and military events, as many male authored accounts of the revolution tend to do, Yo también, Adelita describes the impact that the revolution had on daily life. 
Yo también, Adelita is one of the few novels to offer us a contemporaneous woman’s perspective on the Mexican revolution and Delgado’s emphasis is unusual in that she attaches considerable importance to the period 1908-1910. Indeed, over half of the novel is taken up with the period before Francisco Madero came to power in 1911. Yo también, Adelita begins in 1908, just after the Viesca uprising which is described by the narrator as being one of the ‘acontecimientos precursores del movimiento libertario de 1910’ (Delgado, 24). The subsequent importance of the Viesca uprising for the course of the revolution is further underlined by the narrator who says that, following the rebellion, anti-Díaz feeling did not subside but rather, ‘siguió fermentando’ (Delgado, 24) so that when Madero began to oppose Díaz, the people were ready to support him. In the description of the Viesca uprising the narrator also notes that the Flores Magón brothers had spent time in the region and were responsible for sowing ‘el germen de la rebeldía’ (Delgado, 24) in the area.​[99]​ The narrator thus highlights the role of the Viesca uprising and the Flores Magón brothers’ roles as precursors to the revolution.
In addition to describing the Viesca uprising, Yo también, Adelita creates the impression of general political unrest through references to political gatherings such as those described by Macario to Doña Trini and those attended by Pedro’s son, Pablo. The purpose of the meetings is to present a candidate to stand against Díaz in the 1910 presidential elections. Yo también, Adelita also refers to other causes of political unrest, for example, the aborted campaign of Bernardo Reyes. Reyes had intended to stand against Díaz but was ultimately too weak to do so and is described by the narrator as, ‘cobarde e incapaz de oponerse al amo’ (Delgado, 65).​[100]​ The novel further claims that the extravagant celebrations which were held in Mexico City in 1910 to mark the centenary of Independence contributed to the outbreak of the revolution. The narrator says, ‘Tanto oropel y boato sirvieron para cargar la mina preparada hacía tiempo’ (Delgado, 72). Yo también, Adelita draws attention to the movements and events that were precursors to the revolution to suggest that the revolution did not begin from nothing in 1910 but rather, was the result of a culmination of events and popular grievances stretching back at least to 1908. In the narrative the growth of political unrest is reflected in the increasing unrest in Rosina’s life, for example, as political tension escalates the family is forced to move from their ranch to the town of Torreón. Rosina is still young in 1908 but she grows over the next three years, as does the anti-Diaz movement, until both reach maturity in 1911 when Madero takes power and Rosina attends the Escuela Normal para Maestras in Mexico City.
In the ‘Presentación’, Yo también, Adelita is described as a novel of ‘vigoroso contenido social’ written by, ‘una mujer incorporada a la lucha de clases’.​[101]​ It is, therefore, unsurprising that a second feature of the novel is the claim that social inequality was one of the causes of the revolution. The narrator draws attention to the class division that exists at a social gathering which takes place prior to the revolution, 

En el [andador] que sigue discurre la gente ‘bien’ [...] Las damas lucen faldas de seda o cachemira [...] En el andador de en medio transitan de la misma manera las muchachas de chal y falda de percal, y los muchachos de pantalón de casimir corriente y blusa… Por último, el amplio andador de fuera está reservado al pueblo de sombrero y petate y huaraches.  (Delgado, 37)
 
In this description, clothes designate class and it is made clear to the reader that the majority of the people at the gathering are in the lowest social class on the ‘andador de fuera’. The majority are excluded from participating in the dance just as they are excluded from society. The classes are not allowed to mix and anyone who dares to leave their designated group would be forced back to their correct place by ‘el peso de las miradas indignadas’ (Delgado, 37). Social class divisions are also highlighted at the centenary celebrations when, according to the narrator, the closest the majority of the people got to experiencing the events was through the articles on the Society pages of the newspapers (Delgado, 72). On this occasion, however, the narrator suggests that witnessing such extravagance was too much for the lower classes to bear and so the revolution came soon afterwards. 
The outbreak of the revolution, however, did not immediately remove class divisions. Rosina experiences the still divided society when she attends the Escuela Normal para Maestras where the narrator describes that the girls from well off families wear ‘trajes elegantes’ and ‘se consideran por encima del resto de las chicas,’ these girls, ‘se permitten pullas y burlas con las humildes y mal vestidas’ (Delgado, 85). The situation clearly improves when Carranza comes to power because the narrator describes a dance where, ‘Todos pasean sin la odiosa distinción de clases. El sombrero de petate se mezcla con el tejano y la gorra militar’(Delgado, 101), once again, clothes are used to represent social class. The novel, therefore, suggests that the revolution was successful in removing social inequality which was one of the causes for which the revolution was fought. 
 Social class is also presented as determining attitudes towards the revolution. Rosina’s upper-class aunt, Herlinda, does not support the revolution and is critical of the men in her family who go to fight. Upper-class women are also shown to have been complicit in maintaining the status quo prior to the revolution, for example, when they held a ‘fiesta de caridad’ it is described by the narrator as an opportunity to, ‘adormecer la conciencia de los desheredados con el señuelo de la dádiva’ (Delgado, 57). On the other hand, the middle-class, as represented by the González family, supports the revolution. 
In contrast to many male authored novels about the Mexican revolution, Yo también, Adelita highlights the impact that the revolution had on daily life. The narrator often describes the political situation and then the effect it had on the González family, for example, ‘Las acciones en todo el centro del país; decisivas para los dos partidos reclamaron una acción conjunta de todo el frente convencionista. Alberto partió. Rosina anonadada quedó al lado de su madre’ (Delgado, 122). On another occasion, the description of the Viesca uprising is preceded by a description of Viseca as a tranquil town where, ‘en los establos mugen las vacas después de la ordeña’ and where, ‘La gárrula chiqillería va a la escuela deteniéndose antes a jugar en la plaza’ (Delgado, 22), thus showing that the uprising interrupted peaceful, everyday life. The revolution further transformed everyday life as is illustrated when Doña Concha’s train is delayed because the tracks have been sabotaged, when the family visit Matamoros and see that the cotton has not been harvested because the men are away fighting and, finally, when the González family is stranded in Torreón because of the turn of events in the revolution. An important facet of Yo también, Adelita is that the novel portrays the often ignored private experiences of the revolution and brings them to the forefront, which is normally occupied by political and military events in male authored texts. The inclusion of public and private narratives in Yo también, Adelita provides the reader with a new and broader perspective on the revolution.
Yo también, Adelita is of great significance as a female authored example of national allegory.​[102]​ I suggest that national allegory is produced at times when the nation is brought into question and that a feature of such allegorical literature is that it aims to question who is included in the imagined community of the nation and on what terms inclusion is based.​[103]​ As a result of its potential to challenge the dominant view of the nation, national allegory is often mobilised by ‘marginal’ groups aiming to negotiate their own inclusion into the nation.​[104]​ With reference to Yo también, Adelita we can see that during and after the Mexican revolution the category of the nation was contested.​[105]​ Furthermore, Yo también, Adelita was produced at a time when there was considerable public debate over whether women should be granted the right to vote in presidential elections and by extension, if they should be included in the nation on equal terms with men.​[106]​
A characteristic of national allegory is that it brings together the public and the private so that ‘libidinal investment is to be read in primarily political terms’.​[107]​ In contrast, in literature produced by the ‘dominant’ group the public and private narratives are unrelated. I suggest that, by bringing together the public and the private in national allegory, ‘marginal’ authors are aiming to gain access to the restricted, public sphere to enable them to challenge the position of the dominant group. It is my assertion that Yo también, Adelita is a national allegory produced by a member of a ‘marginal’ group, i.e. a woman in Mexican society of the 1930s, in order to negotiate the inclusion of women into the nation on an equal basis to men through the granting of women’s suffrage. My analysis demonstrates how the private narrative of Yo también, Adelita sheds light on the political narrative. It is impossible to separate the personal from the political narrative because what happens to the González family, and especially to Rosina, is dictated by, and is a result of, events during the revolution. By interpreting the members of Rosina’s family and her romantic relationships in terms of a national allegory the reader gains an understanding of the revolution.
 In the national allegory of Yo también, Adelita the revolution is portrayed as being a frustrated search for a father figure. The male characters represent potential father figures for the Mexican nation and, the future mother of the nation, Rosina, has to choose between them and the different paths they represent for the future of the nation. The main male characters in Yo también, Adelita are from three generations of the González family. Don Estanislao González and his brother Don Pedro are from the oldest generation, they have been good father figures but their time is now over. Juan Muñoz belongs to the second generation and is an inadequate father. The third generation is made up of Don Pedro’s three sons José, Pablo and Alberto who all contribute to the revolution by fighting and dying. Rosina’s suitor, Enrique, also belongs to this generation but he is unsuitable to be the new father of the Mexican nation. Each male character represents a different period in Mexican history and as each period ends the character dies. Don Estanislao represents the Díaz regime, Don Pedro the precursors to the revolution, Don Pedro’s sons the time of the revolution and Juan Muñoz the generation that should have taken over from Díaz but failed to do so. The portrayal of Don Pedro and his sons also serves to valorize men’s contribution to the revolution and to the nation that emerged from it. 
My interpretation of Yo también, Adelita as a national allegory equates Don Estanislao to Porfirio Díaz who was President (1876-80, 1884-1910) and the jefe de familia of the Mexican nation. Don Estanislao is described as the ‘jefe de la familia’ (Delgado, 15) of the González family and is the cornerstone of the family, ‘En las situaciones angustiosas, el abuelo fue siempre modelo de fortaleza’ (Delgado, 95). When the political situation poses a potential threat to the family’s financial interests Don Estanislao protects his family by selling the ranch and moving to Torreón. He says, ‘Hay muchos rumores y antes que se nos venga la ‘bola’ encima nos establecemos en un lugar seguro’ (Delgado, 44). This move is seen as particularly astute by the reader who, with the benefit of hindsight, knows that during the revolution landowners were attacked and land was redistributed thus, if he had not moved, Don Estanislao could have lost everything. Despite his age, Don Estanislao is still said by the narrator to possess, ‘el vigor de los hombres del campo’ (Delgado, 15), nonetheless, he decides to sell the ranch to enjoy a more peaceful life, as he says to his wife, ‘Ya estamos viejos y necesitamos descansar’ (Delgado, 44). Yo también, Adelita begins in 1908, a time when there was growing discontent with the Díaz regime. An interpretation of Yo también, Adelita as national allegory leads the reader to understand that Don Estanislao’s recognition that it is time to retire from working life and leave the ranch because he is old and needs to rest is, in fact, a political comment on the Díaz regime inferring that in 1908, the time had come for Díaz to leave Government and to take a less active role in the nation. 
The allegory which equates Don Estanislao and Porfirio Díaz is continued when Rosina leaves her grandfather, Don Estanislao, who has been an influential character in her early life and has acted as a substitute father figure. He provided money for her education and guidance, neither of which her father was able to provide. In order to develop and become a mature, independent adult, however, Rosina must move away from her grandfather. Rosina’s personal life in which she needs to separate herself from her grandfather to develop sheds light on, and has a parallel in, the political narrative in which it is suggested that Díaz needed to leave the Presidency of Mexico so that ‘la nación mexicana’ could be, ‘constructora de sus propios destinos’ (Delgado, 72). This suggestion, however, is not a radical one based on a total rejection of the Díaz regime, rather, it is a conciliatory message according to which the Díaz regime is seen as an essential step in the maturation of the country. As a result of the association made between Díaz and Don Estanislao, Díaz is portrayed as having had an important role in the nation’s development, just as Don Estanislao did in Rosina’s life, but now the nation and Rosina no longer need the guidance of Don Estanislao and Porfirio Díaz respectively.
 In the revolution, Don Estanislao supports Venustiano Carranza which suggests that Carranza represents progress and the next stage in the development of the Mexican nation. Don Estanislao has high hopes for Carranza as he says to Rosina, ‘Tenemos gran fe en don Venustiano; sólo él es capaz de hacer un hecho las aspiraciones de las gentes del campo, de los trabajadores carne de explotación’ (Delgado, 95-6). Carranza, it seems, will bring about positive change in Mexico and at the end of the novel, when Carranza is in power, the narrator is optimistic about the possibility of a prosperous future, ‘Y mañana? [...] Las espigas doradas y opulentas y los frutos ubérrimos en sazón [...]’ (Delgado, 125). However, Rosina and Don Estanislao both introduce a note of caution which warns the reader not to be too optimistic about the Carranza presidency,

- Crees, papalito que la situación ya se arregló? ¿Les darán sus tierras a los campesinos?
-Te repito que hay gran fe en don Venustiano.
-¿Y si se olvidara?
-No habría más remedio que volver a empezar (Delgado, 96).

Don Estanislao cannot be sure that Carranza will fulfill the promise he shows and acknowledges that if he does not, then the search for a suitable leader will have to continue. 
Through the characters of Don Pedro, Don Estanislao’s brothers, and Pablo, José and Alberto, Don Pedro’s sons, all of whom die in the revolution, Yo también, Adelita recognises men’s contribution to the revolution. These men fought at different times in the revolution and for different sides, but the contribution of each one to the revolution is equally valued. Men must fight because the revolution has to be ‘fecundada [...] con la sangre y las vidas de los hombres’ (Delgado, 126-7). The novel thus endorses the view that it is men’s role to fight. Indeed, Rosina is proud that she is descended from a long-line of patriots who fought with Benito Juárez and in the revolution, and when Rosina learns that a third member of her family has died in the revolution she says to her mother, ‘Esto no es para llorar; mírame a mí que orgullosa estoy de nuestra familia’ (Delgado, 77). The reader is invited to disapprove of Rosina’s aunt, Herlinda, because she is critical of those family members who go to fight in the revolution. Nonetheless, Yo también, Adelita recognizes that while Don Pedro is away fighting he neglects his role as jefe de familia; he does not provide financially for his family and Herlinda criticizes him for being a bad role model for his son, Doña Concha reports, ‘Dice que Pedro está loco porque alienta a su hijo’ (Delgado, 51-2). The reader may not take Herlinda’s criticism too seriously, however, because it comes from a character of whom we are encouraged to disapprove. There is a price for Don Pedro’s family to pay as a result of his involvement in the uprising and, by reading the personal narrative as having political significance, the reader is made to realise that the revolution was fought at a cost to the nation. 	
Rosina’s father, Juan Muñoz represents the generation which should take over the role of jefe de familia from Don Estanislao’s/Díaz’s generation but fails to do so. Indeed, the narrator tells the reader that the weakness of Juan Muñoz, and, therefore, of the generation he represents, is responsible for keeping Díaz in power, 

Juan Muño [...] era el tipo de los empleados de la era porfiriana. Silencioso y humilde en disfrute de un sueldo miserable, se pasaba todo el día en el escritorio garrapatando oficios donde se transgredía la ley, se cumplía la voluntad del tirano y se obtenía la perfecta marcha del gobierno despótico (Delgado, 65).
 
Juan fails to provide for his family financially. If it were not for Don Estanislao’s financial support, Rosina would be unable to continue her education. María says to Pablo, ‘-Estamos muy mal. Juan gana muy poco, si no fuera por la mesada mandada por mi papa no tendríamos para los libros y útiles de la niña’ (Delgado, 80). Juan is also unavailable to provide guidance to the family and especially to Rosina, for example, he is absent when he is needed to give or withhold his permission for Rosina to marry Alberto, ‘-No sabemos dónde está su papá para que dé el permiso’, says María (Delgado, 115). The role of jefe de familia that Muñoz should have assumed continues to be fulfilled by Don Estanislao. Juan Muñoz is a failure as Rosina’s father just as his generation failed to provide a father figure for the Mexican nation. Although Don Estanislao, unlike Díaz, was willing to step aside as jefe de familia to allow a peaceful transition of power to the next generation the novel portrays Juan as being incapable of assuming that role which leads to instability in the family. By using the private narrative to comment on the public situation Yo también, Adelita suggests that, although Díaz was removed from power, Mexico went through a period of instability in the form of the revolution because the nation lacked a suitable successor to Díaz who would be the new Mexican jefe de familia. 
In Torreón and subsequently in Mexico City, Juan makes ill advised political allegiances, these ‘andanzas’ lead to separation, uncertainty and hardship for his family (Delgado, 65). The narrator describes how Juan losing his job in Torreón because of his ill-chosen politics leads to, ‘Nueva separación de la familia y un futuro incierto y preñado de amenazas’ (Delgado, 65). Whereas Don Pedro’s failings as a father figure are represented as understandable, because his absence while away fighting benefits the revolution and the nation, no such advantage is gained by Juan Muñoz’s absence. Allegorically this turbulent and uncertain time for the González family represents the disruption the revolution caused to the Mexican nation and, through the use of national allegory, it is suggested that the problem in both cases is the lack of a suitable father figure. 
Juan’s absence is responsible for the fragmentation of the family. On several occasions Rosina and her mother leave the rest of the family to follow Juan after he has been forced to find a new job in a new town. Each time, however, when Rosina and her mother arrive, Juan has already been forced to move again and so the two women find themselves separated from Juan and from the rest of the González family. Before Rosina moves to Torreón to be with her father, the return of Rosina and her mother to the ranch from their farewell trip is described by the narrator as, ‘el anuncio del desmembramiento que más tarde habían de sufrir las familias’ (Delgado, 43). This move is the first step in the ‘desmembramiento’ of the family. By reading Yo también, Adelita as a national allegory, Juan’s absence leads the reader to understand that the absence of a father figure results in the fragmentation of the nation in the form of the revolution. 
In line with Jameson’s description of the characteristics of national allegory, ‘libidinal investment’ in Yo también, Adelita has political significance in terms of the way the novel portrays the revolution. Don Pedro’s sons, Pablo and Alberto, and Rosina’s neighbour, Enrique are involved in the main romantic relationships in the novel. In Mexico City, Pablo meets and falls in love with Rosina’s friend, Aurora. The love story between Pablo and Aurora parallels that between Rosina and Alberto. Doris Sommer suggests that nineteenth century historical romances written in Latin America are foundational fictions in which the love between the hero and heroine serves to engender love for the nation.​[108]​ In these novels, only the legitimate hero and heroine can be allowed to survive and (re)produce the new nation. By reading the pairings Pablo/Aurora, Rosina/Enrique and Rosina/Alberto in the light of these observations, Yo también, Adelita is shown to endorse the latter as the foundational couple of the new nation that emerged out of the revolution. 
Pablo and Aurora are both portrayed as worthy individuals; Aurora is described by Rosina’s mother as a ‘buena muchachita, la única amiga de Rosina’ (Delgado, 81) and Rosina speaks highly of Pablo, ‘-Y es muy inteligente y muy valiente, si vieras lo orgullosa que me siento cuando voy con él en la calle, me figuro que todos me miran envidiándome’ (Delgado, 83). Rosina’s support of the pair further encourages the reader to approve of the relationship. Pablo and Aurora are in love and this is shown by the way they look at one another, 

Pablo y Aurora, casi fronteros, cambian miradas furtivas sobresaltando el corazón y empurpurando las mejillas de ella y haciendo surgir destellos amorosos de los ojos varoniles. En alguna ocasión, y al pasarse los naipes, los dedos de Pablo rozan la mano de la muchacha quien toda azorada no acierta a poner en orden las cartas tocadas en suerte (Delgado, 89).
 
The exchange of looks is used in the novel to indicate the compatibility (or otherwise) of a couple and the fact that Pablo and Aurora exchange glances indicates that they are a good match. The reader is invited to approve of the match and potentially Pablo and Aurora are the foundational couple of the new nation. However, Pablo is called by Huerta to, ‘batir a los suyos, a combatir la causa a la que había dedicado su vida’ (Delgado, 92) i.e to fight against the Maderistas but Pablo cannot betray the cause he has fought for all his life and instead, chooses to fight against Huerta. At this time, Pablo says that he is prepared to die for this cause if necessary, ‘Quiero salir de este infierno; estar con mis compañeros; morir si es preciso, pero no seguir asistiendo a esta infamia’ (Delgado, 92). Pablo’s willingness to leave his potential foundational partner to die fighting puts him in the same category as his father, Don Pedro, as men who fight to affect change but who are unable to provide the equally important leadership for their family or for the nation. 
Pablo dies fighting Huerta and on his death the narrator says that, ‘la adversidad tronchó en flor aquella magnífica vida, prodigada, íntegra’ (Delgado, 94). The description of Pablo’s untimely death is key to the interpretation of the revolution in the novel. Adversity (‘la adversidad’) prematurely ended Pablo’s life when it was in its prime (‘en flor’), his life was magnificent (‘magnífica’) and whole, honest and complete (‘íntegra’) but was squandered (‘prodigada’). The verb used to describe the beginning of Pablo and Aurora’s love was ‘florecer’ (Delgado, 90) so that the cutting down of Pablo’s life ‘en flor’ not only points to his physical death but also to the death of the love between Pablo and Aurora.​[109]​ Pablo supported Madero who had the potential to ‘blossom’ but he failed to affect real change, as Pablo himself notes, ‘Con esta alma buena de don Panchito no hemos visto en realidad mejoría alguna’, and so was defeated as was the possibility of Madero and his supporters going on to shape the future of Mexico (Delgado, 80). The failure of Madero to create a new nation out of the revolution is represented in the novel by the failed union between Pablo and Aurora who, therefore, are not the founding couple of the new nation. 
The relationship between Rosina and Enrique also fails to produce the foundational couple for the new nation. Enrique Núñez belongs to the same generation as Rosina and her cousins and he is the only character who is central to the novel, but not part of the González family. Enrique lives near Rosina in Mexico City and the key to understanding the relationship between these characters lies in our reading of the way they look, or fail to look, at one another. As has been illustrated, with reference to Pablo and Aurora, the exchange of looks in Yo también, Adelita is used to indicate the compatibility or otherwise of a couple. Rosina’s attraction to Enrique is represented in terms of his eyes, ‘¡Qué bonitos ojos tenía!’ she exclaims (Delgado, 75). Although she is attracted to Enrique, she is also afraid of him and, in particular, of the way he looks at her, ‘Pero cuando se lo quedó mirando fijamente ¡qué miedo le tuvo!’ she says to herself on one occasion and notes that Enrique, ‘[…] tenía aires de dominador acentuados en cuanto veía una chica’ (Delgado, 75). Rosina repeatedly tries to establish a relationship with Enrique: she plans to smile at him, tries to meet his gaze and goes to the balcony to try to see him but, ultimately, she is unable to establish a relationship with him because of his predatory behaviour which is symbolized by his gaze which Rosina is afraid to meet or to return, ‘Decididamente no podía afrontar sus miradas’ (Delgado, 76). Rosina, the future mother of the new generation is attracted to, but ultimately rejects, the overbearing Enrique as a possible match which indicates the need for a more benevolent father-figure for the new nation. 
Alberto is Pablo’s brother and Don Pedro’s youngest son. Alberto will be the father of the next generation and is shown to be a suitable partner for Rosina because Rosina is usually able to meet his unthreatening gaze as the narrator describes, ‘Sus miradas se encuentran, la de ella agradecida, tierna la de él’ (Delgado, 30). While Rosina meets Alberto’s gaze on all but one occasion, just before the couple kiss for the first time, Alberto is often described as looking at Rosina, ‘Alberto la oye sin dejar de mirarla intensamente’ (Delgado, 103) and, ‘La mira attenamente de pies a cabeza’ which reinforces his masculine position (Delgado, 110).	
Other men in the novel have been forced to choose between a role as jefe de familia or revolutionary fighter but Alberto, for a time, is able to balance both roles. Alberto is the last of the brothers to join the revolution having initially stayed at home to look after the business, his mother and siblings. Alberto rescues, protects and defends Rosina from danger first when he rescues her from the calf, then from Rosina’s classmate Sara Romero who picks on her and finally, from Herlinda. There is, however, concern in the family that, if they were to marry, Alberto could not support Rosina financially, because of the ‘inseguridad en que vivía’ (Delgado, 117). 
The fate of the couple is intimately linked to that of the revolution and, therefore, to that of the nation. The tribulations of their relationship are said by the narrator to reflect those of the revolution, ‘El vertigo de la revolución convulsionando a todo el país se refleja en la existencia de aquellos jóvenes’ (Delgado, 121). Rosina and Alberto are the foundational couple of the new nation and they are the only couple who marry and reproduce. The fact that Rosina and Alberto represent the future of the new nation is emphasised as their relationship is projected into the future and they are said to be bound together by destiny, ‘Los quince días siguientes fueron la embriaguez de la dicha, para aquellos seres cuyos destinos en íntimo enlace se proyectarían hacia la eternidad’ (Delgado, 121). The relationship between Alberto and Rosina is a success but success comes at a price; Alberto dies fighting for the convencionistas against Carranza and it seems that Alberto, like his brothers, has failed to create a future for Mexico.​[110]​ However, after Alberto’s death we discover that Rosina is pregnant with his child. The child represents hope for the future, its generation will eventually produce a father figure and so, using the personal narrative to understand the political narrative, the revolution has not been successful in the short term, but there is hope in the long term.
The revolution would not have been possible without men fighting and without the suffering and sacrifices of women, as the narrator says at the end of the novel, ‘Así fué fecundada la Revolución con la sangre y la vida de los hombres y el dolor y sacrificio de las mujeres’ (Delgado, 126-7). Yo también, Adelita uses national allegory to contest the hegemonic view of the nation according to which women are passive reproducers of the next generation. In the novel, national allegory integrates Rosina’s private narrative with a public narrative on the revolution and, in this way the important contribution of women to the revolution and to the nation is recognised. Yo también, Adelita uses national allegory to re-evaluate the role of middle-class women which has been largely ignored in other narratives about the revolution. As it says in the ‘Presentación’, the role of soldaderas and the ‘mujer del pueblo’ has been acknowledged notably in the corrido La Adelita but, the author of the ‘Presentación’ asks, ‘¿se ha pensado, se ha dicho alguna vez lo que la mujer de la clase media le entregó [a la revolución] como ofrenda?’.​[111]​ The expectation of an ending in which the foundational couple and the nation live happily ever after, as is found in the nineteenth century foundational fictions described by Sommer, is frustrated in Yo también, Adelita because by the end of the novel all of the male characters are dead; only Rosina and the other female members of the González family survive the revolution. The reader, therefore, must interpret the female as well as the male characters as political actors and not just as passive reproducers of the nation. Rosina is the main female character and is central to the national allegory presented in the novel and if she is central to the national allegory then, logically, she, and the middle-class women she represents, must also be central to the nation and to its future. In Yo también, Adelita, women’s role in the national allegory is politicised. Suffering, sacrifice and motherhood (the latter in particular being women’s typical role in national allegories where the family represents the nation) are re-cast as active contributions to the revolution and to the nation. 
The women in Yo también, Adelita correspond to female stereotypes such as the mater dolorosa (the long suffering mother), the dutiful wife and mother and the beata (the devout and pious woman).​[112]​ Indeed, the ‘Presentación’ boasts that the author, ‘en ningún momento traiciona los valores específicos de su sexo’.​[113]​ What is striking, however, is that (with the exception of the beata) the characters who conform to these female stereotypes are seen as having contributed to the success of the revolution and to the post-revolution nation and make active choices to support the revolution. The women who support the revolution in the novel also conform to the stereotype of female behaviour presented by the cult of marianismo which values women’s ability to withstand suffering and make sacrifices.​[114]​ The way in which the women who support the revolution in Yo también, Adelita are portrayed suggests that their contribution should be valued and they should be admired.
The middle-class women in Yo también, Adelita, Doña Concha, María, Aurora and Rosina contribute to the revolution through their ‘dolor y sacrificio’ (Delgado, 127). In the novel, women’s suffering and sacrifice is the result of their husbands and sons fighting in the revolution and takes the form of emotional and financial hardship. When her husband is captured following the Viesca uprising, Doña Concha acts decisively selling the family ranch to rescue her husband from being handed over to the government and she even manages to save the family shop using her, ‘pequeño patrimonio personal’ (Delgado, 27). Doña Concha also suffers emotionally because of the revolution; Doña Trini describes her as appearing ‘acabada’ as a result of worrying about Pablo who has joined a political party opposed to Díaz’s re-election (Delgado, 51). In spite of losing her husband and three sons in the revolution and now having to live with her in-laws because she is unable to support herself financially, Doña Concha does not complain, ‘Ni un reproche, ni una queja contra la suerte adversa segadora de los mejores renuevos de la juventudes sacrificadas en aras de un ideal [...]’ (Delgado, 95). As a result of her husband’s political allegiances María, Rosina’s mother, suffers the emotional hardship of being separated from her husband as well as economic hardship because Juan is repeatedly forced to move and find a new job when the side he works for is defeated in the revolution. Doña Concha and María conform to the mater dolorosa stereotype, a role which Yo también, Adelita recasts as a way of supporting the revolution. 
Aurora and Rosina suffer when their respective loves, Pablo and Alberto, go to fight in the revolution. Rosina’s emotional distress at Alberto’s absence manifests itself as physical suffering, the narrator describes her as, ‘desasosegada y febril…’ (Delgado, 118). After Alberto leaves the narrator reports, ‘La ansiedad y el desasosiego desvelaron a la esposa poniendo profundos tintes obscuras en las ojeras, y empañando el brillo de los ojos’ (Delgado, 122). Rosina’s suffering is seen as being equal to that of Alberto so that the height of his suffering is also the height of hers. Prior to receiving news of his death the narrator says, ‘Todo el peso del mundo gravitaba sobre ella. Privada de la facultad de pensar solo sentía el fardo del sufrimiento’ (Delgado, 126). Rosina also suffers because her marriage is unacceptable to the family but, despite her family’s objections, Rosina chooses to make sacrifices by agreeing to marry Alberto without permission, she tells him, ‘-Estoy dispuesta a todos los sacrificios’ (Delgado, 120). Rosina and Alberto and, by extension, men and women are portrayed as having made equal but different contributions to the revolution and to the nation which was created after the revolution.
Yo también, Adelita suggests that Rosina further contributes to the revolution by speaking out against those who oppose it. At the Escuela Normal para Maestras, Rosina defends the revolution against the upper-class Elodia and at the end of the conversation between the two girls the narrator says of Rosina, ‘Tendrá valor siempre para resistir los ataques y defender a los suyos’ (Delgado, 87). This sentence is an echo of earlier on in the narrative when Pablo is sent to ‘batir a los suyos’ but refuses to do so at the cost of his own life (Delgado, 92). Rosina’s defence of the revolution in a private context is thus equated with Pablo’s bravery in fighting for the revolution. Fighting is associated with men and has received official recognition whereas the contribution of women, and especially that of middle-class women, is often ignored but, unusually, is brought to the reader’s attention in this novel.
In addition to contributing to the revolution through her suffering and sacrifices and by defending the revolution against its critics, Rosina will also contribute to the nation that the revolution has created as she will be the mother of the next generation. After finding out about Alberto’s death, Rosina’s health suddenly recovers when she realizes that she is pregnant; the stage of the revolution represented by Alberto is over and so the novel moves on to the next stage which will be the birth of the next generation, 

Y como a un conjuro, Rosina sintió un suave latido que pasando de su cuerpo pareció repercutir agigantándose en las entrañas mismas de la tierra. Se puso de pie transfigurada y radiante, fuerte y potente.  (Delgado, 126)
 
The narrator’s description of Rosina as she realizes that she is pregnant has clear religious overtones and invites comparison with the Virgin Mary. Rosina’s pregnancy is the fulfilment of Alberto’s promise, ‘Por encima de la adversidad florecerá en un glorioso amanecer la llama immortal de nuestro amanecer’ (Delgado, 122 and 126). Yo también, Adelita thus ends suggesting that there is hope for the future despite the present hardship.
In Yo también, Adelita education is represented as being a way of continuing the work of the revolution. This attitude reflects the national discourses of the 1920s and 30s in which teaching was portrayed as a revolutionary activity.​[115]​ The Porfirian school and its teachers are portrayed as fostering class division, Rosina describes how she was unfairly treated at school, ‘Es que la señorita me quitó mi lugar para poner a la hija de don Pedro Romero, como es rica [...]’ (Delgado, 45) and the novel criticises Porfirian educational methods which consisted of reciting responses that had been learned by heart. This type of education is described by the narrator as, ‘Escuela carente del sentido de razón y llena de un rabioso sello individualista’ (Delgado, 68). In Yo también, Adelita education is a revolutionary force because it offers a way to combat social inequality and this perspective is reinforced when Rosina is more successful in the end of year examination at school than the upper-class Sara Romero, ‘Por fin, ha llegado la occasion de vengarse de su rival. Ahora verán todos cómo va a humillar a la tonta y desaplicada de Sara…’ (Delgado, 67).​[116]​ Rosina’s success in the examinations enables her to erase the troubling memory of the humiliation Sara had previously caused her, simply because she came from a poorer social background, and she goes on to attend the Escuela Normal para Maestras in Mexico City.
As a teacher, Rosina will contribute to the nation that emerges from the revolution. This is shown when Don Estanislao, who has an important role in encouraging Rosina to become a teacher, says to Rosina, ‘No olvides nunca tu misión. Haz lo indecible por cumplirla, y yo desde la eternidad te bendeciré’ (Delgado, 96). Rosina’s ‘misión’ is to become a teacher and to educate the new generation as it is her generation that her grandfather tells her will receive, ‘el legado precioso con el cual construirán un país feliz, libre de las odiosas e injustas diferencias entre los hombres’ (Delgado, 96). Rosina remembers these words at the end of the novel, when the armed phase of the revolution is over, which further draws attention to women’s future role. Yo también, Adelita clearly suggests that teachers, many of whom were women, were responsible for continuing the work of the revolution which was begun by men on the battlefield. 
Don Estanislao’s wife does not conform to the stereotype of the suffering mother but does conform to the stereotype of the dutiful wife and mother. Doña Trini is the female head of the family, who, like her husband and male jefe de la familia, is associated with the Porfirian era. The narrator describes her as, ‘el tipo de las mujeres que antes de 1910 fueron el alma mater de las familias’ (Delgado, 15). Like her husband, Doña Trini is one of the pillars who had, until now, held the family together. She is described as, ‘Animosa, trabajadora, alegre y fuerte’, the stereotypically masculine adjectives, ‘trabajador(a)’ and ‘fuerte’ are softened and feminized by the accompanying adjectives, ‘animosa’ and ‘alegre’ (Delgado, 15). Don Estanislao praises her saying that, ‘ésta mujer [...] solo se ha dedicado a sus hijos y a ayudarme a trabajar’ (Delgado, 18). Don Estanislao highlights Doña Trini’s subordinate position to her husband but also valorizes her role as devoted wife and mother. Early on, Doña Trini supports the overthrow of Díaz but realizes that the revolutionary force is not yet strong enough to remove Díaz and that, in any case, its success or failure will only lead to even more suffering. She does, however, admit to the need to fight in spite of this, ‘Hay que luchar y hacer algo’ (Delgado, 14). Doña Trini is thus shown to support the revolution even though she is less directly affected by it than the other female characters whose sons and husbands go to fight.
 The portrayal of the female characters in Yo también, Adelita serves to show that middle-class women made a contribution to the revolution as supportive, suffering wives willing to sacrifice their husbands (who represented financial security and social status) to the revolution. The contribution of women as the mothers of the new nation is recognised as is the role of women like Rosina who will be teachers of the new generation.
In addition to using national allegory to represent a counter-hegemonic view of women’s role in the revolution and in the nation, Yo también, Adelita also responds to the fears of the Cárdenas government that women were too closely associated with the Catholic Church and were, therefore, a reactionary force in the nation. Yo también, Adelita was published during the presidency of Lázaro Cárdenas (1934-1940) at a time when women’s long campaign for suffrage was on the verge of success.​[117]​ Ultimately, however, the campaign floundered because of the stereotypical view that women should concentrate on their roles as wives and mothers and not become involved in politics and also because of the belief of some members of the PNR (Partido Nacional Revolucionario) that women were a conservative force allied to the anti-revolutionary Catholic Church.​[118]​ Those PNR members opposed to women’s suffrage believed that, if able to vote, women would not support Cárdenas’ party, the PNR, in the presidential elections of 1940 but instead, would vote for the PAN (Partido de Acción Nacional) candidate, Juan Andreu Almazán, who had the support of the Catholic Church. Most of the female characters in Yo también, Adelita belong to the middle-class and actively support the revolution and so they act as a counterpoint to the fears of the Cárdenas government that women were anti-revolutionary. However, Yo también, Adelita also admits that upper-class women were enemies of the revolution and the main supporters of the church. Yo también Adelita affirms the view of the Cárdenas government that the Catholic Church is anti-revolutionary, for example, Herlinda reports that, ‘El señor cura dice que eso y más se merecen los revoltosos de Viesca’ (Delgado, 19) suggesting that the church did not support the revolution and the main supporters of the church are described as, ‘las señoras de la buena sociedad’ (Delgado, 40). Yo también, Adelita confirms the government’s fears that some women are anti-revolutionary but the novel deliberately contrasts this minority with the majority of women who are portrayed as supporting the revolution in a variety of ways.
The relationship between upper-class women and the church is explored most fully through the beata Herlinda. Herlinda’s tendency to spend her time in church is described by the narrator as a weakness, ‘siendo su debilidad principal la desarrollada inclinación a vivir metida en la iglesia’ (Delgado, 16) and she refuses to sacrifice going to church to look after her son, Paco, preferring to leave him with her parents. Herlinda neglects her role as mother and says that she would disobey her husband if he tried to stop her from attending church. These attitudes are criticised in the novel as Don Estanislao contrasts Herlinda’s behaviour with that of Doña Trini whom he describes as the model wife and mother,
 
-No sé de donde salió Herlinda tan beata; no por ejemplo de su madre, que ésta mujer desde que me casé con ella, hace treinta años, sólo se ha dedicado a sus hijos y a ayudarme a trabajar (Delgado, 21).
 
The portrayal of Herlinda suggests that the church undermines rather than supports motherhood and the family and, by using the private narrative to shed light on public circumstances, the reader is also led to conclude that the church undermines the national family.
Herlinda has a vested interest in maintaining the status quo as her own position depends on this. As Doña Concha says, after reporting that Herlinda has almost stopped talking to her family since Pablo joined a political party to oppose the reelection of Porfirio Díaz, ‘-Tiene dinero, es de la buena sociedad y defiende sus intereses personales’ (Delgado, 52). Herlinda is firmly opposed to any changes which may threaten her own privileged position in society. Herlinda, therefore, does not suffer or make any sacrifices for the revolution, nor does she contribute to it. Rather, she views it as an annoyance which disturbs her way of life, ‘No sé lo que pelean, el país vive en paz, tenemos tranquilidad’ (Delgado, 20), she says and, ‘Bonito deber hacer escándolos y no dejar vivir en paz a la gente honrada’ (Delgado, 19). 
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Poetry has enjoyed a privileged space in Nicaragua’s political and cultural development since the first decades of the twentieth century, when Rubén Darío's poetry championed the sovereignty of small nations in the face of military, economic and cultural incursions by the US in Central America and Caribbean. Darío’s defence of hispanismo and his challenge to US imperialism informed the discourse of Sandinismo in the 1920s and inspired a sense of historical and literary continuity amongst the numerous artists and intellectuals who aligned themselves with the anti-Somocista resistance. Indeed, it could be argued that the almost overwhelming thematic concern of much Nicaraguan poetry of the twentieth century is the quest for national sovereignty, from Darío’s oracular, occasional poems such as ‘Los Cisnes’ or ‘Oda a Roosevelt’ (1904), to Pablo Antonio Cuadra’s utopian Poemas nicaragüenses (1933-36)​[119]​ from Ernesto Cardenal’s ‘documentary poetry’​[120]​ of Hora Cero, to the ‘engaged’ generation of Nicaraguan poets who participated in the Sandinista Revolution leading to Somoza’s downfall in 1979.  Among these were a number of women poets whose work emerged from the insurrectional period of the late 1960s and the 1970s: Gioconda Belli, Yolanda Blanco, Ana Ilce Gómez, Vidaluz Meneses, Michele Najlis, Rosario Murillo and Daisy Zamora.​[121]​ 

The Sandinista Revolution acted as a catalyst in the evolution of the Nicaraguan women's movement; Nicaraguan feminism is a recent phenomenon, whose emergence was contemporaneous with the Frente Sandinista's guerrilla campaign to overthrow the Somoza dictatorship. Unlike the Latin American countries Chile and Peru, where middle-class women had had access to education and the professions from as far back as the 1870s, Nicaraguan women were not admitted to third-level education until the 1960s. While only the upper echelons of Nicaraguan society were affected by this, it meant that young women who had previously been sent abroad to study now enrolled in Nicaraguan Universities, which at that time were veritable hives of political dissent. In this way, women of a certain class and age became involved in subversive activities: the FSLN (Frente Sandinista para la Liberación Nacional) had just formed as an underground resistance organization (1961), with the FER (Frente Estudiantil Revolucionaria) operating as a front for their activities. 

What distinguished the work of those women poets, who identified themselves as Sandinistas, was the fact that their poetry was comprometida both in terms of ideology and gender. In their work of the 1970s and 1980s, they bear witness to the oppressive nature of the Somoza regime, while simultaneously exploring the issue of sexual emancipation for women. The exaltation of the female body had, of course, a subversive intention in such a profoundly machista social milieu, and in much of the love-poetry of the period sexual emancipation acts as a metaphor for the desired liberation from oppressive dictatorship.​[122]​ Love and revolution then, were the keynotes of this poetry of resistance in the 1970s, and continued to be the dominant thematic preoccupations of women poets throughout the 1980s. At once feminists and Sandinistas, their work is, in the words of Guatemalan poet Ana María Rodas –‘situada algo así/ como a la izquierda erótica’,​[123]​ and resists distinctions between the public and private, urging instead a revolutionary re-assessment of the relationship between the two.

The realization of feminist aspirations met with many obstacles under the Sandinista Governments of 1979-1990; the protracted Contra War devoured most of Nicaragua's GNP, and there was significant ideological opposition from both the Church and sectors of the Frente itself to social reform that would penetrate the core, private space of the family.​[124]​ Nonetheless, women's interests were promoted with unprecedented success by the 1987 Constitution, the national literacy campaign, public health reform and the Sandinista commitment to participatory political processes. Gioconda Belli's poetry in the period between 1969 and 1992 spans the Sandinista insurrection and consolidation, its electoral defeat and the installation of a right-wing coalition government. At the height of the insurrection, she spent a period of three years in exile (1976-79), in Mexico and Costa Rica. For Belli, Sandinismo - her commitment to Sandino's vision of a sovereign, independent, egalitarian Nicaragua - has always been inseparable from her belief in a woman’s right to physical and political autonomy. It was through Sandinismo that the various strands of her political consciousness converged: nationalism, class politics and gender awareness were all factors motivating her initiation as both political activist and poet.​[125]​

The Sandinistas stressed the key role to be played by artists in the construction of the new Nicaragua, and writers had a high profile in their administration.​[126]​  Like many artists at the time, Belli participated in both underground anti-Somoza activities​[127]​ and in the process of consolidation after the revolution's triumph in 1979. Apart from her work for the new government as an information officer in the early 1980s, Belli's poetry added to the discourse of the revolution her own feminist perspective, characterized by an uninhibited sensuality. One of the most striking features of her poetry is its fusion of erotic and revolutionary experience in a style that is disarmingly direct, but nonetheless highly self-conscious. Her very deliberate foregrounding of women’s physicality can be read as an example of how the feminist practice of “writing the body” can serve as a powerful vehicle for challenging patriarchal discourse.​[128]​ What interests me more, however, is how representations of the female body in her poetry of the insurrectional and revolutionary period serve a consciousness-raising function within the broader framework of Sandinista ideology, exemplifying the ways in which poetry at this time not only contributed to revolutionary discourse, but also how it acted as a source of political awareness, or concientización.

Gioconda Belli's poetry of the 1970s and '80s then, contributes to the radicalised political culture of the Sandinista period.  She focuses on the experiences of love and revolution, linking sexual emancipation to social transformation, and the most pervasive source of symbolism in her work is the female body, a feature that lends physical immediacy and emotional intensity to all her work, from the most private, intimista poems to the most public and occasional. However, before examining the specific manifestations of the female body in this poetry, it is essential to consider some facts surrounding women's social and sexual status in Nicaragua in the period it maps. While the Sandinista Governments of the 1980s improved the legislative status and civil rights of Nicaraguan women, many discriminatory aspects of Nicaraguan society survived the reforming attempts of programmes limited by lack of time, money, and the political priority given to the war-effort.​[129]​ 

In recognition of the seriousness of the social problem of violence against women, Sandinista Governments of the 1980s attempted to foment paternal responsibility through legislation.​[130]​  In 1988, the incidence of families where no man was present was at least 30% in the sectores populares of Managua. Jefatura familial, a status denoting total financial responsibility, was carried by 28% of women aged between 16 and 24, a statistic that leaps dramatically to 49% in women over 40, reflecting the fact that despite the efforts of Sandinista Governments, a woman's reproductive capacity and her sexual attractiveness to men were still a determining factor of  her economic status and that of her children.​[131]​  

Underlying machista attitudes to women is a consistent denial of the autonomy of a woman's body.​[132]​ One of the first pieces of legislation passed by the Sandinista Government outlawed the use of women's bodies in advertising, but even during their own terms in office, problems emerged in this area.  One case was that of the satirical paper Semana cómica, closed down for a week in 1988 by the then Minister of the Interior Tomás Borge, in response to vociferous protest from Sandinista women when it published photographs of naked women. 

Commercial exploitation of women's bodies depends upon their fulfilling the role of sex object and the denial of their experience as sexual subjects on a collective level by society; this denial is at the same time individually internalised by the women who present themselves as absent from their own bodies. In the Barricada, the Sandinista daily, Belli analysed the differences between genuinely erotic representation and this kind of commercial exploitation.

El otro problema de la representación erótica es que implica el ejercicio de la sensualidad del propio cuerpo; o sea, el goce. Y representar ese goce requiere altos niveles de sensibilidad y no modelos que enseñan el cuerpo con caras de ‘yo no fui’.​[133]​

Perhaps the most notorious Latin American example of the exploitation of the female body by the media is that populist institution, the Concurso de belleza, whose appeal knows no party-political bounds, transcending Central America’s ideological differences to a degree only previously achieved by baseball.  And yet, paradoxically, even the beauty contest has at times become embroiled in the politics of resistance.​[134]​ Guatemalan Beauty Queen Rogelia Cruz joined the guerrilla in the mid-60s, was captured, tortured and killed in 1967, just one example of the complex ironies that exist in a society that crowns a woman because she conforms to current definitions of beauty, then disfigures her for her political convictions.​[135]​
My rationale for dwelling on these social attitudes to and collective representations of women’s bodies is so as to emphasize that such attitudes are highly resistant to change, despite the best efforts of legislation and even quite cataclysmic changes in political and economic structures. In a society where women are valued for their bodies, reduced to their sexual and reproductive organs in a kind of systematic pathologisation, an understandable response for any woman writer would be to distance the intellectual, political or aesthetic consciousness from the physical self. The response we find in Gioconda Belli's poetry of the period, however, is a feminist re-assertion of the bodily self, rejecting distinctions between the biological and the political.  Whether reduced to the object of sexual abuse, or revered as an asexual mother-figure, the dominant representations of women in Nicaragua, as elsewhere, tend to ‘reduce' women to biological function.  Belli and her contemporaries counter this ‘reductionist’ approach by celebrating the existence of those same sexual and reproductive organs. `Reduction' is thereby turned into a celebration, a gynocentric testimony to self-knowledge and female physical experience. This feminist practice of ‘writing the body’ is particularly evident in Belli's earliest work, Sobre la Grama (1970-74). The opening poem of the collection, ‘Y Dios me hizo mujer’, is a straightforward and committed credo to her sex:

	Y Dios me hizo mujer,
	de pelo largo,
	ojos,




	y me cavó por dentro,
	me hizo un taller de seres humanos.

The poem ends with a blessing, ‘bendigo mi sexo’, and the incidence of pseudo-religious language in this kind of celebratory poetry is common amongst many of the women poets of Goconda Belli's generation.  It is as though they were granting their bodies the blessings denied by centuries of Catholic teaching on the abhorrent nature of feminine sexuality. It is with knowing irreverence, therefore, that Michele Najlis invokes menstruation in her poem of that title, in two simple phrases: ‘Esto es mi cuerpo. /Esta es mi sangre’.  And Yolanda Blanco's ‘Oración’ creates a new trinity of feminine physiology, 

	En nombre del pubis
	y de los senos




Gioconda Belli is broadly recognised as the Nicaraguan writer who has challenged traditional representations of the female body most persistently and with most audacity. All of her poetry is highly autobiographical, much of it confessional in tone.  Indeed, in his prologue to Amor Insurrecto Coronel Urtecho coins the term ‘vivemas’ to indicate the difficulty in separating her biography from her poetry.​[137]​  Her own body is an important source of her feminist consciousness, and by ‘writing the body’ solidly at the centre of her poems, she sets out to validate the physical self as subject, as a way of opening new spaces in a poetic tradition where the female body has generally been objectified. This poetic assertion of the centrality of feminine physical experience coincides with Belli's accession to new political spaces in Nicaraguan society, both as a Sandinista activist and a feminist. Her poetry of the 1970s and '80s at once reflects the increased level of participation in national politics by women, and looks for comparable progress and change in the arena of heterosexual relations. In one of the poems written to commemorate the victory of the revolution, ‘Ahora vamos envueltos en consignas hermosas’ (Truenos y arco iris, 1979-82), she links Nicaragua's history in the making to her own quest for new forms of expression and new kinds of relationships.
 
	Ya se unió la historia al paso triunfal de los guerreros
	y yo invento palabras con que cantar,
	nuevas formas de amar [...]

It is worth remembering that the central metaphor of Sandinista discourse was one that equated revolution and love; each revolutionary act represented an act of love, an equation largely inspired by the teachings of the Liberationist ‘Church of the People’. In the words of Tomás Borge, one of the founding fathers of the FSLN, ‘el hombre que sea capaz de amar y de hacer del amor un instrumento de cambio, es un revolucionario’.​[138]​  

The possibility of political and sexual liberation are the two great revelations in Belli's work in the decade between 1969 and 1979; a new belligerence and confidence in the possibility of affecting real change characterise her poetry at this time.  If her first collection of poems, Sobre la grama, appears to express a newly awakened feminist consciousness devoid of any direct links with the anti-Somoza campaign, this is because the Frente's activities were clandestine at the time. Belli was already involved with the underground when her first book appeared and she could not risk detection by openly expressing her political affiliations. The simultaneity of her development as a feminist and a Sandinista therefore only became apparent in her poetry with the publication in 1978 of her second book of poems, Línea de fuego, written and published in exile between 1974 and 1978.​[139]​  Here, self-censorship gives way to an unapologetic expression of political resistance and robust feminine sexuality, a potent combination exemplified by the poem ‘Mi amor es como un río caudaloso’.

	Mi amor
	es como un río caudaloso
	chorreándose en el cuerpo de mi hombre.
	Mi amor toca tambor y flauta
	en las montañas de mi tierra,
	dispara con ametralladora
	una descarga de besos...

    	 ...mi amor es fiero
	ardiente como la libertad,
	no conoce de tiempo
	anda dentro de mí
	desbocado y rebelde.

The idioms of love and guerrilla combat edge closer to reinforce the lovers' place within the revolution; theirs is an Amor insurrecto, and the revolution, by extension, an act of love.​[140]​   The fusion of sexual love and the collective love of the pueblo is another dominant feature of Belli's work at this time; the anthemic resistance poem, ‘Hasta que seamos libres’, claims:

	...Quiero explotar de amor
	que mis charneles acaben con mis opresores,
	cantar con voces que revientan mis poros
	y que mi canto se contagie;
	que todos nos enfermemos de amor [...]

The identification of the female body with Nicaragua's landscape, and particularly its volcanoes, serves various functions. In an erotic context, telluric imagery is used to convey the potential force of recently erupted, feminine sexual energy.  

	Yo caliento tus noches,
	encendiendo volcanes en mis manos,
	mojándote los ojos con el humo de mis cráteres.​[141]​

This direct association of female sexuality with Nicaragua's volcanic landscape in Belli's insurrectional poetry of the late 1970s acts as a semantic bridge between the lack of sexual inhibition that already characterised her work and the open, poetic declaration of her political allegiances. It is something of an inevitability, therefore, that the dual metaphors of volcanic landscape/female body and nation/woman, should converge in the poem, ¿Qué sos, Nicaragua?​[142]​

	¿Qué sos
	sino un triangulito se tierra
	perdido en la mitad del mundo?

	¿Qué sos
	sino pechos de mujer hechos de tierra
	lisos, puntudos y amenazantes?

	¿Qué sos
	sino dolor y polvo y gritos en la tarde,
	gritos de mujeres, como de parto?

The volcanic landscape represents the possibility that the contained political will of the people could explode. What distinguishes Belli's rendition of the familiar nationalist trope of beloved land as woman, is her equation of the female body with the assertion of national will rather than its suppression.  The threat of revolution, couched in the volcanic landscape, is embodied in a woman's breasts, and when it erupts, it erupts to birth-cries rather than battle-cries.  The archetypal metaphor of victimised woman as oppressed nation is thereby ousted by Belli's depiction of the female body as a political force, a reminder of the possibility of revolutionary re-birth. In this sense, her poetry could be said to by-pass some of the more clichéd resonance’s of the traditional representation of nation as long-suffering, victimized woman; the nature of the Sandinista revolution, where up to a third of armed insurgents were women, seemed to require new modes of expression.​[143]​ Belli's emphasis on the female body as both symbol and source of emancipation reflects and promotes her perception of the central role that women would continue play in the revolution. Not subsumed by their nation's history, not objectified as abstract representations of other people's aspirations and ideas, but as legitimate partners in the construction of a new society. Of course there is nothing new about the identification of the physical self with the nation. These are political sentiments with a long literary history. What is novel is that this physical commitment to the revolution is rarely expressed by Belli in terms of death or martyrdom. There are eulogies to dead friends and public figures who have died in combat, but quite remarkably in a country of ghosts like Nicaragua, it is a symbolism of birth and not death that dominates. Identification with the new Nicaragua is represented in terms of conception and childbirth; the revolution gives life, not death.

Apart from the linking of erotic love to the Sandinista revolution that was so characteristic of the 1970s, Belli quickly became aware that her uninhibited evocations of sexual emancipation were in themselves considered revolutionary when written by a woman. One example of the kind of poem that shocked conservative elements of Nicaraguan society was ‘Recorriéndote’ (Línea de fuego), a first person account of a woman caressing her lover's body. The poem is an unabashed evocation of heterosexual desire, with the male body as desired object. But while its expression of sexual assertiveness from a feminine perspective breaks with tradition, in many other respects the poem offers a highly conventional interpretation of gender-based roles, as Belli's choice of adjectives shows a surprising degree of gender stereotyping. For example, the male object of desire is a guerrillero whose legs are ‘firmes como tus convicciones guerrilleras’, whereas the female subject has legs that are ‘blandas y femeninas’. While it is the female first person who takes the sexual initiative in the poem, she is nonetheless ‘soft and feminine’ (a juxtaposition that equates the two conditions), while he is physically hard and ideologically steadfast. This is just one example of a certain inconsistency that can be found in Belli's earlier erotic poems, whose expression does not always match her reputation for breaking down conventional gender-roles. Belli validates the potentially assertive nature of the female sexual subject, but she makes no attempt to disguise ambivalence, or to impose a definitive interpretation of the nature of feminine sexuality. This is not necessarily a weakness, and indeed could be seen as evidence of a commitment to writing poetry that is faithful to experience at the expense of a tidier, more ideologically driven representation of female sexuality.  It could be said that while Belli's poetry serves a feminist consciousness-raising function in its attempts to evoke sexual experience from a feminine perspective, she does not consider it necessary to adhere to the any ideological preconceptions of how, or what, that experience should be; like Sandinismo itself in the 1980s, her feminism displays many ideological inconsistencies.






Yo soy tu cama,
	tu suelo,
	soy tu guacal
	en el que te derramás sin perderte
	porque yo amo tu semilla
	y la guardo.

Gioconda Belli is just one example of a Nicaraguan feminist who celebrates her fertility in a manner difficult to imagine in more industrialised ‘developed’ societies, and which cannot be explained solely in terms of Nicaragua's undeniably patriarchal society. It is true that the Nicaraguan state, up until the 1987 Constitution, only recognised women as having civic status in their social function as mothers. But this fact alone fails to explain women's feelings about their own fertility and the way in which they experience and express it. This is especially true of women such as Belli, who is from an economically privileged background, University educated, well-travelled and a feminist-Sandinista activist. In her poetry, this awareness and appreciation of women’s fertility allows her to draw frequent analogies between the female body and the natural exuberance of the Nicaraguan landscape:

	Siento que soy un bosque
	que hay ríos dentro de mí,
	montañas,
	aire fresco, ralito
	y me parece que voy a estornudar flores
	y que, si abro la boca,
	provocaré un huracán con todo el viento 
	que tengo contenido en los pulmones.​[144]​
	
Her poetry integrates the female body with the natural environment to the extent that it becomes a manifestation of the Nicaraguan landscape, ‘La geografía de este país/ va tomando forma en mí’.​[145]​ In the most militant period of Belli's work (from the mid 1970s to the mid 1980s), there is little evidence of tension between the Sandinista's representations of woman as the embodiment of national destiny, and the feminist quest to take control of individual destiny-as-body. This was a historical moment when national and gender revolutions seemed to converge, and personal and national self-determination were united in their aims and strategies.

I should confess to being rather suspicious of my own response a poem such as ‘Yo soy’, and very conscious of the enormous cultural differences between the way that a Central American woman - even a relatively wealthy, feminist, Central American woman such as Gioconda Belli - chooses to express her fertility, and the way that a European or North American feminist might choose to do so. The poem is open to interpretation as either a celebration of fertility, or as conforming to social models that value women solely for their reproductive capacity. The first person feminine voice addresses the beloved directly, emphasizing her body’s receptivity, and through her emphatic use of the verb ‘ser’, implies that her very being is defined by this earthy fertility. At this point the poetic ‘yo’ appears to be oblivious to the potential conflict between using a sexual relationship as the vital reference point for self-definition, and the growing sense of her own sexual potency, which she describes in another poem from the same collection, ‘Te veo como un temblor’.

	Cuando estoy con vos quisiera tener varios yo,
	invadir el aire que respirás,
	transformarme en un amor caliente
	para que me sudés
	y poder entrar y salir de vos.

Again, the feminine subject is the agent rather than the object of sexual desire, and through her selection of verbs conjugated in the familiar ‘vos’ form, Belli now inverts conventional gender roles. It is the woman who now penetrates her lover, invading him through the air he inhales, gaining access through his pores, entering and withdrawing. This poem is particularly interesting because it exposes Belli's awareness at an early stage of the intrinsic instability of the roles of sexual subject and object. In the stanzas that follow she plays with the biological fact that men produce sperm and transmit it to women, and comes up with a novel variation. The male lover is now represented metonymically by his seed, but it is the woman who plants it. Rather than being the passive recipient, she becomes the sower, while continuing to provide fertile ground for that same seed:

	Sembrarte como un gran árbol en mi cuerpo
	y cuidar de tus hojas y tu tronco,
	darte mi sangre de savia
	y convertirme en tierra por vos.

Perhaps the opening lines of this poem, ‘Te vas/ te venís/ dejas anillos en mi imaginación’ tell us something about this poet's attitude to the inherent inconstancy of sexual roles. Belli highlights the inevitability of role swapping between subject and object that takes place in the act of lovemaking, and closes the poem with the lines 

	amarte, amarte
	hasta que todo se nos olvide
	y no sepamos quién es quién.

In later collections, De la costilla de Eva (1986) and El ojo de la mujer (1991), sexuality returns as a dominant theme. This time, however, the emphasis is on problems of expression, or what Belli has alluded to as ‘ese discurso nuestro de la apropiación del propio cuerpo’.​[146]​ She ultimately comes face to face with the same challenges and perils of expression that confront every love poet - the greatest of these being the danger of slipping into cliché.  As a feminist love poet she is acutely aware of the fact that much of the rhetoric surrounding love and sexuality originates from the clichéd nature of heterosexual relationships themselves.  When I interviewed her in 1993, she made the observation that love is ‘inexorablemente cursi’, and expanded on this, saying:

Es una de las cosas de que uno se da cuenta cuando se pone a escribir sobre el amor, y a describir los ritos del amor. Te das cuenta que los ritos de amor en un montón de sitios ya son comunes, porque se han venido haciendo, y han venido haciendo dichos, y han venido hablándose de la misma manera desde los tiempos inmemoriales. Entonces son clichés de los cuales es muy difícil salir. Se puede salir con el lenguaje, pero el cliché es situacional, de la relación misma, y ¿cómo salir de allí?

In other words, the clichés she challenges are not only those of language, but the traditional social roles as acted out by men and women when they come together as lovers. Her fascination with sexuality continues, but the real challenge from the late 1980s in the poems of De la costilla de Eva, was to find a language for love that would express the true potential of feminine sexuality, and finally break free of the conceptual and metaphoric constraints of poetic tradition. One important aspect of Belli’s response to the ‘cliché situacional’ of heterosexual relations has been to emphasize the potential ambiguity of the sexual subject in her work. Thus, the feminine subject acquires active agency, both grammatically and sexually, as for example in the lines

	te quiero te toco 
	te descubro caballo gato luciérnaga pipilacha
	hombre desnudo diáfono tambor trompeta
	hago música
	bailo taconeo me desnudo te envuelvo
	me envuelves
	besos besos besos besos besos besos besos besos
	silencio sueño.

Yet in the same poem, the feminine ‘yo’ can appeal to her lover to

	llámame pégame contra tu puerto de olas roncas
	lléname de tu blanca ternura silénciame los gritos
	déjame desparramada mujer.

The poem's title is ‘Amor en dos tiempos’, and it dramatises the duality inherent in individual sexual experience and its expression, on the one hand imposing and acquisitive, and on the other yielding and receptive. Each sexual attitude or role gives equal pleasure, and poses no contradiction or inherent tension in the poem; both are accepted as simply different tempos in which individual sexuality can be enjoyed. The issue of power within the heterosexual relationship as presented here is apparently irrelevant.  Sexual liberation within the context of the love-relationship permits the female, sexual and poetic self to acquire and cast off the roles of sexual subject and object, to be alternately possessor and possessed, thus participating in an endless cycle of desire. The total absence of coyness in the poem's expression of both attitudes implies a confident sexual identity expressed in language that is prepared to acknowledge sexual receptivity as well as assertion.  

In the same poem the aroused lover is rendered a ‘palmera naciéndome playas en las piernas/ alto cocotero tembloroso obelisco de mi perdición/ tótem de mis tabúes’. Whether this kind of metaphoric overkill is intended to be taken seriously is doubtful, and a similarly self-parodying tone pervades other poems in the collection. In another example, this time in sub-aqua mode, the desired ‘obelisco de mi perdición’ is rendered as ‘un oleaje de pulpo enardecido’.​[147]​
 
A strong element of humour has crept into Belli's subsequent erotic musings. ‘Placeres secretos’ for example, is a teasing fantasy involving many-flavoured ice cream and the kind of languid sensuality inspired by the Nicaraguan climate. Another example from El ojo de la mujer is ‘Amor de frutos’, where the tone is more playfully sensual than fetichistic.

	Déjame que esparza




	Tu cuerpo son todas las frutas.

She even forwards a new theory on the Big Bang as ‘el orgasmo primigenio’. The quest for new metaphors for sexual experience produces uneven results, and at times the weight of too many metaphors overburdens the poem,​[148]​ or they are simply too contrived to convey the involuntary and compelling surge of sexual desire. 

Having said this, the potential effect of these poems can only be appreciated when they are read aloud. The almost total lack of punctuation, added to the heavy accentuation and lilting internal rhythm that characterize Nicaraguan Spanish, create an appropriately mesmerising effect. These poems could be said to communicate something of the nature of sexual experience more through sound than sense, as the immediacy of rhythm reproduces the pulse and throb of desire, in Belli's own words ‘desde la interioridad de la sangre’.​[149]​ How often she can repeat this auditory device is another matter, and the translation of sexual experience to poetic expression continues to present challenges in Belli’s work.

Apart from the obvious shortcomings of metaphor as a vehicle for communicating the nature of sexual experience, Belli must confront all the obstacles she faces as a woman striving to convey something of her own sexual experience through a linguistic system better equipped to express masculine perspectives. When I interviewed her in March 1993, she made special reference to this as an unresolved problem in women's writing.

Yo pienso que todavía no podemos decir que la mujer haya  asumido como sujeto absolutamente su sexualidad, y mucho menos en países como este, aunque tampoco en Estados Unidos. No tengo la menor duda de que las feministas norteamericanas han avanzado mucho, pero yo pienso que el asumir la sexualidad como sujeto y no como objeto, como poder y no como debilidad - eso, yo todavía no veo que se haya asumido totalmente. Ha habido intentos, y habrá mas intentos, pero es bien difícil porque siempre maneja uno un discurso como ambiguo.

It is precisely this ambiguity that underlies Belli's early explorations of female sexuality. During the late 1970s and early 1980s, however, this same ambiguity is largely eclipsed by her deliberate linking of erotic love to revolutionary politics. In this period, there is a conscious integration of two revolutionary processes: the construction of new interpersonal relationships, and the Sandinista project of national reconstruction. However, the defeat of the Frente in the 1990 elections put an abrupt stop to the participation of many Sandinista writers in the arena of national politics. It is probably true to say that in the poems written after 1990 that appear in El ojo de la mujer, Belli's use of the female body for the purpose of consciousness-raising is limited exclusively to the arena of gender politics and the power-struggle within heterosexual relationships. The absence of an explicit connection between the micro and macro-political in these later poems is undoubtedly connected with the Frente's electoral defeat and Belli's own departure from Nicaragua to live in the United States; it reflects the mood of profound disillusionment with national politics that was observable amongst many Nicaraguans at the time. It also coincided with a radical break with the Frente Sandinista that took place in the now autonomous Nicaraguan women's movement at that time, as part of a more generalised breaking away from state organs and political parties. As part of the electoral post-mortem in 1990-91, many women concluded that real gains for Nicaraguan women could only be achieved outside the party-political system.​[150]​ 

It would be fair to say that throughout the 1970s and 1980s Belli's poetry opened new outlets for the previously absent voice of female sexuality in Nicaraguan poetry, while at the same time attempting to transcend what she herself described as the great ‘cliché situacional’ of heterosexual relations. Both tasks are unquestionably political, and as both Sandinista and feminist, she appreciates that in order to effect real change, the revolution must challenge established roles at all levels of social interaction.​[151]​ The task at hand requires -

	La construcción 
	no sólo de nuevas relaciones de producción 
	sino nuevas relaciones de amor. 

And she adds, with reference to the low priority granted to this particular revolutionary initiative -

	Sobre esto no hay casi nada escrito.
	Es uno buscando la luz,
	equivocándose y volviendo a probar. 

The poem quoted here, ‘Problemas de la transición’, was written in the period between 1982 and 1986, and captures something of the weariness of life in Nicaragua at this time. As the casualties of the Contra war escalated, and shortages became increasingly severe, the struggle with questions and doubts about the directions taken by the revolution and its capacity to resist both external and internal aggression pressed ever more urgently.  In De la costilla de Eva, Belli measures the distance between revolutionary idealism and the realities of life in Nicaragua. National and gender politics become increasingly indistinguishable, and just as the Sandinista Government has its problems, in personal relations too there are ‘luchas internas contra la rutina/ los intrusos, lo que uno quisiera que fuera la relación/ contra lo que realmente es’ and again, 

	las amigas hablan de la liberación femenina
	y como debería ser el hombre,
	ese hombre que ella abraza
	y no es más que él,
	el que ella ama,
	no el ideal, 
	pero sí amado. 
					
There is more than a hint of resignation here: not so much bitterness as an open-eyed acceptance of the imperfection of reality. Like the revolution, relationships between men and women are imperfect.

	La pareja existe tan pocas veces
	la mayor parte del tiempo es sólo 
	la búsqueda.​[152]​

The transformation of interpersonal and social relationships are not separate processes in the work of this poet, but one; there can be no social transformation in the macro-political sense without a profound transformation in the micro-political. Many Nicaraguan feminists would go as far as to argue that the Frente's failure to recognise this was one of the reasons why the Sandinistas lost the elections in 1990.  The role of sexual politics in the construction of a new society is clinched in the line, ‘el amor es serio/ es compromiso’.  This truism carries immense emotional and political weight when read against the backdrop of the Contra War. With mounting casualties and increasing material deprivation, the concept of commitment, like loyalty, had particular resonance in Nicaraguan society at this time. Both these poems, ‘Permanencia de los refugios’ and ‘Problemas de la transición’, were written between 1982 and 1986, and confront the complexity of relationships between politically committed men and women at a time of war, social upheaval and emotional trauma. They offer no easy solutions, but stress the need for faith in the joint possibilities of love and social transformation.​[153]​ 
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‘El Día Que No Haya Combate Será Un Día Perdido’ (Antonio Maceo): Conflict As Catalyst Of Self-Transformation In Women’s Testimonial Writing From Revolutionary Cuba


This article examines the relevance of conflict to two women-authored testimonios dealing with experiences of emigration from Cuba to the US, and written and published in the first decades of the Cuban Revolution: Bajo palabra by Marta A. González and Testimonio de una emigrada by Edith Reinoso Hernández.​[156]​  These are texts published within Cuba by little-known writers, which have received little or no theoretical or critical attention, apart from brief reviews, which appeared at the time of their initial publication.​[157]​  It can be conjectured that the lack of academic attention within Cuba is largely owing to the unliterary frameworks of these texts, which clearly privilege their socio-political functions over formal or aesthetic functions; a more gendered perspective, however, might suggest that their referential and hybrid nature, coupled with their female authorship, led to their being doubly neglected by the mechanisms and agents involved in the canonisation of testimonio literature in Cuba.​[158]​ Although they do not privilege gender considerations, then, they certainly deal with feminine experience, at the same time illustrating strategies by which emerging revolucionarias negotiated their entrance as writing and written subjects. This article therefore considers these testimonios as social texts. It embeds the texts as public documents within their socio-cultural contexts by understanding the concept of conflict at a variety of socio-cultural and contextual levels: as integral records, celebrations and performances of the process of acquiring conciencia revolucionaria ​[159]​, with roots in the socio-cultural, political and historical trajectory of the independence struggle in Cuba; as a gendered element of social practice whereby radically changed social roles for women within the Revolution placed substantial demands on Cuban women; and at the level of the written texts as socio-historical documents, whereby the subject matter of the texts under analysis, the politically-sensitive topic of US emigration which implied the rejection of family, community and collective Revolution, clearly presented enormous public and private conflicts for their protagonist/narrators, regardless of gender issues.

On all of these levels, then, the multiple writing and written subject was in many ways positioned in stark opposition to her various contexts. Indeed, the expectation of very public and highly-politicised roles for revolutionary individuals – the requirement to assume and perform revolutionariness – carried with it the assumption that many of those who chose not to conform would have little choice but to emigrate or live as marginalised, interiorised and traumatised individuals. Whilst I am not suggesting that the phenomenon of psychological or physical withdrawal from the Revolution has not been widespread, and that it has not been reflected in Cuban literature, the texts presented here offer a much more complex yet ultimately affirmative social vision of the function of conflict in the process of revolutionary self-transformation.​[160]​ As such, they suggest that conflict itself is a dialogic social construction, a convention or pattern of behaviour and performance within the wider value system, which carries within it a variety of meanings to be decoded and recoded by the multiple social subject (Hall 1980). In this particular case, the theme or formula of conflict is used strategically as an authorising space which validates the revolutionary credentials of the writing subject and her narrative. In this sense, the analysis of these texts suggests that many feminist approaches to women’s writing and to writing in Cuba, which approach conflict quite understandably as a coercive and oppressive dynamic which can destroy, or at best silence, the writing subject, is inappropriate in this case, and that feminist critical or theoretical approaches which can adequately describe this context are curiously lacking. 

I should therefore like to start the article by touching on the recent critical work which has been done outside Cuba on the New Woman and on testimonial writing by Cuban women, and by examining the assumptions underpinning this work. I refer primarily to the invaluable study by K. Lynn Stoner (2003) on the centrality of militant heroines to the construction of the Cuban (patriarchal) national identity, and the work of Ana Serra (2001) on a group of testimonial texts dealing with voluntary work undertaken by women in the early years of the Revolution.​[161]​  Stoner’s recent essay examines how the domestic world of women and children was, and continues to be, inserted into the process of national identity formation: ‘[L]oyalty, suffering, and sacrifice of the lives of women and  their children have been most effectively conveyed by the deeds of female combatants because they have equalled men’s bravery outside the traditional protection of the home, and they have consecrated the nationalist cause by bringing the home onto the battlefield and transforming the war theatre into a moral arena’ (Stoner 2003: 72). Although Stoner focuses exclusively on combatant iconography and traces it from the wars of independence through to the Revolution, the conceptual assumption underpinning her thesis is that the great (patriarchal) narratives of independence and revolution have merely been cascaded down to the level of everyday existence and behaviour, imposing repressive, if not immoral, models on the Cuban female subject, obliging the subject to absorb and imitate iconic representations, and thus furthering the project of nation-building, all of which has been masterfully orchestrated since 1959 by Fidel Castro: ‘Revolutionary memorializing consolidated the image of the mambisa into a means of bringing a living definition to the state – that is, a model worthy of emulation in daily life in revolutionary Cuba. The fighting tradition of otherwise innocent young women and their complete loyalty to their men and country were reincarnated into a socialist image of revolutionary citizenship…. By militarizing many aspects of life, Castro has made heroines out of all women and consecrated the Revolution by making the least militaristic members of society the greatest revolutionaries (Stoner 2003: 88). Although Stoner goes on to discuss how the notion of conflict and struggle has become an integral element of revolutionary existence, the article’s focus on the icon or symbol of the female combatant is ultimately predicated on the transmission of coherent, monolithic and static images to a whole nation, without examining how those images might function and how they might be received and themselves re-transformed in varying ways.

Similarly, Serra’s reading of testimonial texts by Cuban women suggests very strongly that the expectation for women to conform to patriarchal models propagated by middle-class revolutionary intellectuals via initiatives such as the 1961 Literacy Campaign was in fact a coercive and repressive exercise in prescription. Indeed, her examination of the way in which the 'master's gaze' of the letrado (whether political leader or alfabetizador/a) objectified rather than empowered the illiterate pueblo via the Literacy Campaign takes the accusations of indoctrination even further. Despite an interesting deconstruction of the novel of literacy Maestra voluntaria (Casa de las Américas prize winner for novel in 1962), Serra's study assumes a monolithic and coherent cultural policy which translated into a barely-disguised contempt for the pueblo without examining the ways in which the novel was obliged to engage with and negotiate contemporary notions of identity, history and literature. According to Serra, the socio-cultural policy underpinning the Literacy Campaign of 1961 was damaging to the Cuban nation in a variety of ways. Firstly, it obliged women participants in this masculine initiative to deny or suppress their authentic selves and conform instead to normative (patriarchal) models of revolutionariness. Moreover, since her article focuses on textual production, she further suggests that the women writers of these testimonios also had to conform to normative models of literature, circumscribing their self-expression under oppressive paradigms which, once again, denied or effaced their authentic writing voice. Finally, Serra’s reading of the socio-cultural initiative of the Literacy Campaign likewise characterised it as an oppressive project which condemned an entire nation of illiterates to be socially engineered and re-educated through the Campaign and to therefore be reborn as ideal revolutionary citizens: committed, literate and uncritical. ​[162]​

Other scholars such as Julie-Marie Bunck (1994) and Tzvi Medin (1990) have extended this approach to a wide range of socio-cultural and political initiatives requiring the acquisition of conciencia revolucionaria through coercion. Much of the distaste of scholars has been based on their readings of Ernesto ‘Che’ Guevara’s hugely influential essay on the Hombre Nuevo, 'El socialismo y el hombre en Cuba' (1965), which traces the trajectory towards the realisation of Communism through the subjective transformation of society. For many, Guevara's best-known contribution was to give concrete (individual and collective) form, in the figure of the Hombre Nuevo, to a network of values and to express a confidence in the realisability of that figure. Many scholars have commented on the positivistic or scientific basis to Guevarist thought, drawing on his depiction of revolutionary Cuba as becoming 'una gigantesca escuela' (Guevara 1965: 16). However, when taken out of context, this statement appears to indicate a vision of Cuba as controlled experiment, and scholars such as Bunck and Medin have indeed implied that the acquisition of conciencia revolucionaria was a process implemented from above (by the leadership and elite) in order to impose and sustain a monolithic and unitarian ideology across the populace. In the process, all aspirations to authenticity, individual subjectivity and free will have been eliminated.

Whilst this article by no means intends to minimise or cast doubt over the many difficulties and pressures placed specifically on women during the revolutionary period, one might also question the assumption of suppression of authenticity and individuality that underpins the ideas presented above. This article instead sets out on the assumption that conformity to social models is a generalised phenomenon, not specific to oppressive regimes, that it is best understood in terms of a continuum of degrees rather than binarisms, and that conformity is a relational concept, always dependent on context. In addition, rather than assuming that the text merely represents, we can also consider its performative function. In this sense, these texts, and others like them, problematise the dualistic constructions of public/private, free/not free, authentic/inauthentic, individual/collective, interiority/exteriority, that have at times underpinned the categorisation of Cuban women by scholars working outside the island, and that underpin studies of writing by women from a variety of contexts. For example, the contemporary feminist scholar of Western autobiography, Carolyn Steedman (prompted by her own responses to self-writing by British working-class women) has herself questioned the characterisation of women's writing as urge, confession, intimacy and interiority. Her own studies have celebrated work that is being done on the life-writing of public women, work which 'draws the reader's attention to the dead weight of interiority that hangs about the neck of women's biography (that hangs about the neck of women)' (Steedman 1992: 167)​[163]​ 








As noted above, central to the revolutionary project of self-transformation at individual and national levels has been the goal of acquiring conciencia revolucionaria, hereafter referred to as conciencia. Conciencia is the process by which the belief in Cuban national identity, in cubanía, has been accessed, internalised and enacted at individual and collective levels under the Revolution. Scholars such as Cintio Vitier established an early formulation of the concept of conciencia in the thinking of José Martí, whose emphasis on the subjective or personal process of self-realisation through action as a co-rerequisite for collective/national revolution was described by Vitier in Martí's definition of un autóctono as 'un revolucionario que ha empezado por revolucionarse a sí mismo' (Vitier 1975: 72), with the notion of revolution thereby itself signifying inevitable internal conflict. 





Voluntarism  – self-sacrifice, asceticism, heroism


One of the key aspects of conciencia has been its emphasis on the moral qualities of self-sacrifice and altruism (with the binary opposite of capitalist egoism and materialism standing as a useful counterpoint for self-definition). Incorporated within the ethos of voluntarism and heroism is a notion of physical sacrifice or asceticism: just as the guerrilleros before them, the Cuban people would endure physical hardship and confrontation with the realities of underdevelopment in Cuba in order to uphold the Revolution. 












Individual and collective selfhood











Equally implicit in the concept of conciencia is the understanding that the process of self-realisation requires self-reflection and self-analysis, on individual and collective, informal and formal levels. Whilst some outside scholars focused on the 1986 Campaña de Rectificación as an example of national self-analysis and self-assessment, many others proposed that revolutionary transformation is by its very nature a dynamic and self-rectifying process. As Antoni Kapcia stated: 'The more successful a revolution in transforming the social environment, the political structure and the economic orientation of a society, the more the process must examine its direction, nature, purposes and ideological impulses in the light of those changes. A revolution does not, by definition, stand still; neither, therefore, does the need for self-definition' (Kapcia 2000: 208). Self-assessment, then, was not solely the result of failures, but rather an integral part of the national process of individual and collective identity formation. 

Self-evaluation has carried a range of functions within the revolutionary project. At the individual level of developing conciencia, says Guevara, 'el individuo se somete a un proceso consciente de autoeducación' (Guevara 1965: 15), following the premise of Marxist dialectics: in this process, however, self-analysis must always lead to action, in order not to fall into an introspective, solipsistic and alienated mode of capitalist existence. Indeed, Medin suggested that internal conflict had been an essential component of revolutionary ideology, and proposed that conflict as a recurring theme in revolutionary cinema had served a particular purpose in the project of acquiring conciencia: 'Obviously, however, the purpose of the explicit presentation of this conflict in films was not to legitimize it but rather to overcome it, what the revolutionary message projects is in fact the necessity of revolutionary conflict, even with oneself, and the imperative of removing all vestiges of prerevolutionary attitudes' (Medin 1990: 95). Whilst Medin's interpretation was rather one-sided in that it neglected to view the revolutionary process not only as one of rupture but also as one of continuity, it can be usefully applied to many forms of revolutionary cultural expression, and to the familiar notion of the Revolution as desgarramiento. 








Whilst pluralist notions of equality in the West have for many decades favoured the celebration of difference, revolutionary Cuban values have for long considered equality to be a process, however conflictive, of levelling. In theory, levelling implies the ascension of the masses to the level of the vanguard, although again, and specifically in the area of cultural production, it is clear that the much-desired and sought for relationship between vanguard and masses has been fraught with tensions. It is because of the radically different nature of Cuban concepts of equality, then, that the terms and concepts that have been the cornerstones of Western equality legislation and policy have been viewed with suspicion by the Cuban leadership and people, and that Western observers have been shocked and outraged by what they consider to be the repressive means by which the revolutionary leadership has required 'normative behaviour' from its citizens. 

As part of the egalitarian process in the early years of the Revolution, traditional divisions on the basis of class, gender, race, were formally dissolved and an integral part of the process of acquiring conciencia became involvement in projects and initiatives which would highlight those differences and conflicts in order that they be overcome. At times, such projects served to expose a whole range of inequalities: young urban women participating in the Literacy Campaign, for example, had to confront and overcome their prejudices and assumptions with regard to the role of women, the conditions in rural Cuba, the traditions and lifestyles of the working class, etc. At times, however, egalitarian initiatives were more heavy-handed, such as the obligation on Cuban intellectuals within UNEAC to participate in agricultural work in the agricultural belt around Havana, an initiative which was designed to confront the elitism of intellectuals with regard to manual labour, but which only succeeded in fuelling their resentment and encouraging their rejection of revolutionary attitudes. 

Max Azicri described the change in thinking as it related to the equality of women in the following way: 

Under the revolution the women's movement did not follow premises akin to Western feminism. Rather than women pitting themselves against men, they pursued their liberation alongside men with the revolution's developmental programs [….] Some changes are noticeable today in the women's movement: no longer do activists in the Federación de Mujeres Cubanas (FMC) sharply distinguish themselves from the "bourgeois feminism" of the women's movement in the United States […] today they seem more comfortable to feminist approaches to issues (Azicri 2000: 85). 

These more recent changes, which acknowledged such social realities as the doble jornada, usefully problematised earlier projections of revolutionary womanhood which envisaged a Cuban superwoman as idealised mother, wife and combatiente (Davies 1997: 120). Contemporary feminist perspectives, especially those of younger thinkers, now recognise the essentially conflictive nature of the multiple roles that many Cuban women have been expected to assume in the quest for an egalitarian society, but many also continue to refer to the central and patriotic understanding of gendered conflict as a rejection of still prevalent pre-revolutionary attitudes, and of positions and postures, such as First World feminism, which are inadequate in dealing with the realities of experience for Cuban women and which would ultimately be damaging to the collective project of the Revolution as the construction of nation.





Marta A. González (1965), Bajo palabra  


The front cover of González’s account, featuring a reproduction of her US parole form, establishes the credibility of the testimonial subject as participant, and also suggest the potential verifiability of the account. This is reinforced in González’s Prologue in which she establishes the principle function of the text: to expose the realities of life in the US for Cuban exiles. She states: ‘Es un libro necesario. Porque es un testimonio cierto. Quizás, en ocasiones, esté cargado de amargura pero jamás está exento de realidad’ (10). Given the importance awarded to the revelation of objective truth or reality, then, the text is concerned more with the external and generalised characteristics of life as a Cuban exile in the US than with the personal experiences, evolution or self-justification of González as an individual, although these elements are nevertheless present. The testimonio is structured around 19 discrete chapters, each dealing with a different aspect of life in Miami for the generic Cuban exile, the parolee of the front cover. It collates the first-hand anecdotal observations of the protagonist/narrator with documentary and anecdotal information from other sources (the dehumanised bureaucracy of the Cuban Refugee Center in Miami, the difficulties of housing and employment, the anti-Castro media in Miami, the decadence and inequalities of the American way of life, thus building a collective picture united by a common theme: the psycho-social dysfunction that emigration to the US inevitably brings. The text ends as González awakens from the stupor and paralysis of emigration and decides to return to the homeland: ‘Aquella noche comenzó, de golpe, a pesarme el exilio como nunca antes. Y ya no dormí tranquila, porque no podía. Había comenzado a reflexionar’ (220).

As a testimonial subject and participant, González is curiously present in the text primarily as focaliser. Although in the first chapter, the first person narrative and the present tense indicate that she will be both participant and witness, and that we will have the benefit of both her focalisation of reality and her inner thoughts as writing subject, she soon transforms her text to represent the experiences of a more general type of Cuban émigré.  However, the movement also enacts the transformation of subjectivity that self-exile necessarily brings: in the movement from ‘yo’ to ‘nosotros’ to the impersonal ‘se’, the writing subject deconstructs her subject status and emerges, along with hundreds of thousands of fellow exiles, as a non-subject, an inauthentic subject, an entity characterized by fear, paralysis, routine and self-deception: ‘Porque ahondar, pensar, analizar en el exilio es autoexterminarse. Es degradarse ante los únicos ojos que no nos mienten: los propios. Porque en Miami la verdad se teme y se evita’ (37). This state of inauthenticity, although described above as a psychological defence mechanism in the face of insurmountable conflict, is more generally portrayed throughout the text as a state of self-imposed alienation, of estrangement from the self and from reality, where personal transformation and evolution is paralysed and the self becomes fragmented, stagnant, static, assuming fixed (and false) roles in order to adapt to the new conflictive context and yet retain a mask of cubania. The daily lives of her fellow exiles are characterized by convention rather than imagination, by empty external activity rather than self-evaluation. For instance, González describes the regular Sunday outings to the park with a sense of monotony and tedium that indicates the passivity of exile and the paralysis of rigid identity positions based on nostalgia for the past rather than a sense of the dynamic present: ‘Como sardinas volvemos al carro y regresamos a la casa para darnos un baño, y charlar de nuevo en el corrillo de la noche, sobre los temas iguales, de domingos idénticos…’ (53).

At times, however, González uses her own personal experience to illustrate the confrontation with self and reality that exile signifies, suggesting implicitly that the radical changes and conflicts brought about by the Revolution which many may wish to escape can nevertheless be found in even more strident form, on the other side of the Florida Straits. She recounts her first realisation that she had renounced the comforts of the middle class with a clearly gendered anecdote describing her attempts to cook for the first time: ‘Con una sonrisa de ánimo, trato de enfrentar una tarea nueva: cocinar. Es verdad que allá no lo hacia. No sabía como ni qué tenía que hacer. ¿Vaya para eso estudié una carrera, no? Cocinar puede cualquiera. ¿No tenía yo para eso a la cocinera y para la limpieza a la otra? …. Bueno, esto no es para toda la vida…. Todo el mundo lo sabe…. Aquello no dura… ahora, pronto, va a sonar algo grande. ¡Ya lo verán! La voz del cubano que esta en el “inside”, empatado con uno de “las tres letras”, no deja dudas’ (27). When necessary, the Cuban émigré will marshal a range of stale and formulaic arguments and identity positions in order to justify and smooth over the conflicts inherent in their present situation.

Whilst the homeland is pressing for active and visible participation, González and her fellow paroles undergo a paralysis of identity which leads increasingly to their non-participation in social and cultural life. González herself increasingly withdraws from her context and is largely discernible as a passive and detached (positionless) observer, bereft of value systems, of an understanding of how to behave, of what to believe. It is only on her arrival in Boston some two years later that she begins to regain a sense of self and, interestingly, this is only achieved through the efforts of those around her, a new social circle which does not live in the past: ‘Recobramos un sentido de vertical dignidad que se había atrofiado en la Florida…. Nos sentimos, en fin, nuevamente con valores propios y, poco a poco, readquirimos el suficiente equilibrio como para comenzar a mirar, desde lejos y objetivamente, nuestro pasado, nuestro presente y nuestro futuro’ (215).








Edith Reinoso Hernández (1974), Testimonio de una emigrada


Hernández’s testimonio strikes a very different note. It recounts her experiences from her humble childhood and upbringing in Santa Clara, Cuba, her marriage to Fernando Roque Gil (member of the II Frente Escambray which turned counterrevolutionary in the early years of the Revolution), her involvement in counterrevolutionary activities in Cuba, her self-imposed exile with her husband and daughter to Miami and New York, and, finally, her return to Cuba with her daughter some 3 years after emigration. Reinoso’s style is predominantly journalistic, focusing consistently on the sometimes dry referential details of counterrevolutionary life in the US, but this is overlaid with an emotional personal narrative recounting her entrance into and ultimate rejection of ‘el mundillo siniestro de la contrarrevolución’(3) and her subsequent return to Cuba, in the interests of her daughter’s future wellbeing. 

The hybridity of the text is thus one of its salient features: factual reportage, contrasted with extracts of Castro’s speeches and personal memoir, are followed by a ‘testimonio gráfico’ (184-end) which reproduces personal photos and journalistic evidence about counterrevolutionary activity in Miami, thus introducing an element of the police statement into the testimonial text. This horizon of expectation or reception is indeed reflected in the Editor’s Introduction, which highlights the political, historical and social importance of the text for the general readership: ‘Ante los ojos del lector honesto, desfilarán escenas que, apelando a su sensibilidad, lo moverán a indignación, rechazo, asco. De la protesta interna a la denuncia pública urgente; y, caso de no ser la suya una postura ideológica revolucionaria, lo llevarán a replantearse la validez de su actitud actual’ (viii). The reader, then, will not only be moved to self-evaluation, but also to action via self-transformation. Hernández’s testimony reproduces many of the features of the realist testimonial text: the narrative voice, predominantly in the third person, focalises and interprets the range of characters and social types from the ‘underworld’ of counterrevolutionary activity in Cuba and the US, and, as such, remains outside the world which is depicted. This is of course problematised, however, by the author being clearly implicated in those same activities, creating a tension which is hard to reconcile: her positioning as critical observer sits uneasily with her role as active and at one time enthusiastic participant. How, then, does Hernández attempt to reconcile her shifting position in order to maintain authority and credibility as a witness?  

She does so primarily by means of recourse to familiar notions of conflicted and disempowered subjectivity, some of which are clearly gendered. She stresses her uneducated and humble upbringing, her ingenuity, her intellectual immaturity, her manipulation at the hands of a more experienced and intellectually superior husband, all of which are described with similar levels of naivety and simplicity. She writes of her growing disillusion and rejection of the values and activities binding counterrevolutionary groups in Miami, her increasing questioning of the arguments which had led to her emigration: ‘Lo que acababa de descubrir me alarmó y hablé seriamente con mi esposo. Mi inexperiencia y mis pocos conocimientos – no hay que olvidar que apenas acababa de salir de la adolescencia – no me ayudaban precisamente. Pero puse en mis palabras todo el calor de que era capaz’ (12). In other words, the state of bourgeois alienation and corruption into which she is propelled as a passive victim is eventually countered by an innate essence, a human instinct, an inherent goodness, which overcomes the false attractions of counterrevolution and enables Hernandez to overcome conflict and see the light. It could be suggested then, that the implicit opposition of imposed non-Cuban ideologies and inherent cubanía provides the psychological and ideological battleground for her eventual personal redemption.  

In addition, Hernández’s conflicted status as mother also mediates her changing interpretation of the world she has unwittingly entered: whilst she begins by highlighting the material and spiritual improvements for her family which emigration was surely to provide (and thus, by extension, the improvements for the subjugated Cuban nation which the counterrevolution would surely bring), she increasingly hints at the mental illness towards which this strident and extreme confrontation of versions of reality is impelling her (her husband’s vitriolic speeches against Communism working intertextually against with Castro’s vehement indictment of the ‘escoria’ of Cuban émigrés). However, it is finally not her own mental health but rather her sense of duty to her daughter, Lumy (also at risk of mental illness imposed by exile), that motivates her return to the homeland. Describing the letter she sends to her own mother back home as the catalyst for her prise de conscience, she writes: ‘El terror a perder el cariño de Lumy, a verla un día enfrentarse a mí como una enemiga, reprochándome con razón haber destruido su vida, me dio las fuerzas necesarias para volcar en aquella carta todo lo que estaba en mi corazón. Cuando la terminé, recuerdo que miré a mi hija dormida en su cama y, sin pronunciar una palabra, le pedí perdón y le juré que la sacaría de allí, aunque el precio que tuviera que pagar fuera él de mi propia vida’ (179). It is ultimately motherly altruism, devotion and self-sacrifice, rather than self-preservation, which provides the impetus for her self-transformation. 

How, then, is conflict represented and performed in these texts? The initial conflict contained in the rejection of the Revolution which impels the protagonists of both texts to leave for the US is subsequently over-layered and in many ways replaced by conflict with the new and alarmingly unfamiliar or disappointing context, the US, into which the protagonists have thrust themselves as aliens, thus both relativising and multiplying the functions which conflict holds for them. Since in both cases, the protagonists have returned to the revolutionary homeland before embarking on their self-narratives, with the didactic purpose of offering the benefit of their exposure to North American reality to a wider readership, perhaps itself also contemplating emigration, it is inevitable that the texts end with resolution. However, on a deeper level of strategies of self-construction and self-narration, the author/protagonists’ realisation that their initial decision to leave must surely have been controversial and have caused significant conflict within their family and social circles, also adds another, both more psycho-social and more performative, layer of potential conflict to an already conflictive situation.  In a sense, then, these texts exhibit many of the characteristics of self-representation and self-exoneration which are familiar to theorists and readers of mainstream autobiography from a range of contexts: they attempt to sidestep criticism and pre-empt vulnerability by constructing themselves retrospectively from the safe perspective of the present, back in Cuba, having constructed a defensible version of their past mistakes. By doing so, they underline the essentially social and public act of testimonial writing, and their performance of self and life rests upon recognisable formulae to facilitate their reception as new actors on the stage of revolutionary literature, but also on the stage of generalisable and valuable experience.

These are texts, therefore, which articulate a multi-layered sense of conflict with the changing context of the protagonist. In distinction to the wider corpus in which they could be placed – texts written by women and published within revolutionary Cuba as testimonios positioned within the Revolution – they focus primarily on the individual protagonist rather than on collective experience, although the texts also function to expose the American dream as just that. Although the background to, and circumstances surrounding, each protagonist’s experience of emigration to the US are clearly different, they are linked by certain commonalities: sooner or later, each protagonist learns from conflict in order to recognise the error of her ways, and returns to Cuba to integrate herself into the new national project of constructing the Revolution, with her testimony providing written proof of her newly-acquired conciencia. 

Although at one level this is hardly surprising, it also adds an important aspect of familiarity and reassurance to the reading and writing experience of a sensitive and controversial phenomenon: both the writing/written subject and the potential reader can feel certain that the eventual outcome of the narrative, despite the constant and recurring theme of conflict, is a positive one, thus enabling the formula of struggle and eventual overcoming, a commonplace of many self-narratives from a wide variety of contexts but also particularly central to the construction of conciencia, to be comfortably and logically fulfilled. 

This notion of formulaic literature, despite its negative associations with propagandistic cultural production, censorship and repression, has been systematically explored and theorised by scholars working in Popular Culture Studies. John Cawelti, in particular, argues that it is a more specific and dynamic concept that that of theme, myth or medium. He discusses how the combination of convention and invention is common to all cultural identities, forms and products, and that each functions in different, but equally important and mutually-dependent, ways: ‘Conventions help maintain a culture’s stability while inventions help it respond to changing circumstances and provide new information about the world. The same thing is true on the individual level. If the individual does not encounter a large number of conventionalized experiences and situations, the strain on his sense of continuity and identity will lead to great tensions and even to neurotic breakdown. On the other hand, without new information about his world, the individual will be increasingly unable to cope with it and will withdraw behind a barrier of conventions as some people withdraw from life into compulsive reading of detective stories’ (Cawelti 1969: 384). 

As the prefaces and prologues of many of these, and other, testimonial texts make clear, texts such as these were published with the intention of providing individual sketches of the wider phenomenon of revolutionary transformation, by putting a face on the Revolution. Indeed, Richard Fagen's study of Cuban revolutionary political culture of 1969 suggested that evolving ideologies of selfhood, the changing blueprint of the ideal citizen, had precisely focused on the individual, on images of the 'good citizen', in order to create a more direct and effective appeal for the Cuban people: 

Focusing on the individual rather than the collectivity has certain advantages for the regime. Action programs flow more naturally from a vision of radical reconstruction that has as the immediate object of change the individual rather than the entire social order [….] Such definitions of the good citizen, rooted as they are in behavior, are clearly easier to formulate than definitions of the good society; and certainly they provide a more immediate and flexible guide to action (Fagen 1969: 14). 

Fagen's comments seem to support the effectiveness of testimonial writing in providing accessible and flexible models of citizenship for the general public. Given that the phenomenon of US emigration, along with many other social patterns and behaviours that the Revolution brought in, was a relatively unfamiliar field of knowledge for most Cubans in the first decade of Revolution, it is logical that these texts, featuring the comfortable convention of struggle and eventual triumph, would have been published in order to manage or orient the readership’s understanding of the subject, and to contribute to the construction of a communal revolutionary identity-in-process. Furthermore, by imagining a female protagonist, an unnamed Everywoman-in-the-making, they also created spaces, albeit restricted, for woman to behave in new ways in public life, as revolucionarias. They are thus certainly clearly embedded within a wider value system; however, because of the added conflict of cultures provided by the Cuba vs. US binarism, they demonstrate that extreme conflict can ultimately be an opportunity for self-transformation. As such, they provide performative and psycho-social models that encourage identification but also self-differentiation as the basis for self-definition. In this sense, these two texts may function as temporary blueprints, guides for women to be able to reassess their new roles within the radically changing landscape of the Revolution.
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It is self-evident that love should be at the centre of romantic novels.  But, how can true love run its course when war and violence intercede?  Both Nicaragua and Mexico have rich traditions of war narratives.  However, the battlefield is often represented as other to, and far away from, everyday life and its concerns.  Or, if it is brought home, it is shown to disrupt labour, most typically that of agricultural workers.​[164]​  War happens elsewhere.  Meanwhile, private life continues, inhabited by women, troubled by loss and absence which is to be endured in sufferance.  This presupposes the non-participation of women in the battle, and that the loci or theatre of war is at a distance.  When the conflict is a civil war, and, in particular one which frequently uses guerrilla tactics, there is no site specific battlefield, violence can happen anywhere and permeates all aspects of life.    
La mujer habitada (1988) by Gioconda Belli and Mal de amores (1996) by Ángeles Mastretta are romantic novels set against the dramatic backdrop of two very different revolutions, which have strongly marked the evolution of their respective countries’ contemporary imaginings. These imaginings have largely ignored women’s roles in war and celebrated male prowess on the battlefield. Interlinked with the war story is the creative fashioning of both nations, Mexico and Nicaragua. Mary Louise Pratt has argued that Benedict Anderson’s imagined community and its fraternal ‘horizontal comradeship’, which emerges from and is consolidated by war, excludes women.​[165]​ In her words, ‘Anderson’s three key features of nations (limited, sovereign, fraternal) are metonymically embodied in the finite, sovereign and fraternal figure of the citizen-soldier.’​[166]​ Therefore, women are not part of the narrative of nationhood. Mastretta and Belli are refusing the notion that women are the peacemakers, whose existence is either peripheral to conflict or function as incidental plot twists to grander male adventure. Given that conflicts have moulded Mexican and Nicaraguan national narratives, it is the obvious point of entry for women authors to write historical fiction from a gendered perspective. 
These two apparently disparate novels are worth juxtaposing for a variety of reasons. Firstly, in many respects, they both follow the conventions of the novela rosa while simultaneously challenging its norms. That is, the principal characters are beautiful, privileged and talented, with love as a pivotal focus of the narrative. Although, as I shall discuss, the trajectory of the love stories are unusual. Secondly, they take radically different approaches to comparable themes. The protagonists experience armed combat first hand and engage, at length, in discussions of the merit of their respective involvement. I shall tease out how each author explores the many difficulties faced when women go to war. Finally, on a wider cultural level, both the Nicaraguan and the Mexican conflicts resulted in considerable outpourings of creativity which helped mould their contemporary national imaginary. In Mexico, except for writings by Nellie Campobello (1931)​[167]​ and Consuelo Delgado (examined in detail by Sarah E. Bowskill), few novels were written which represented women’s involvement in the Revolution until the publication of Los recuerdos del porvenir by Elena Garro (1963).​[168]​ Subsequent novelas de revolución (the label for such representations) by women have been slow to emerge.​[169]​ Therefore, women did not claim ownership of the imagined Revolution to any great degree until very recently. In contrast, in Nicaragua there are many public female faces of the Revolution. But, they have, for the most part been poets, as indeed is Belli. Nicaragua is a country reknowned for its poetry and testimonial accounts of the conflict, but less-so for its fiction. Unlike the majority of her contemporaries, Belli is novelising the conflict. In this essay, I shall examine how Mastretta and Belli take on their respective countries’ grand narratives and reinscribe them from a female perspective. I shall also address how they take what can often be a formulaic genre, and enliven it through innovative plot and narrative devices. 








During times of revolution, violence impacts upon and permeates all aspects of daily life. Conventionally, the loci of popular romantic fiction are private or select public spaces, where safe fantasies can be played out whose ultimate aim is that the heroine attains domestic bliss. In contrast, in novels with revolution as their central theme, no space is safe. How, then, does space function when the war novel meets the romantic novel? It is evident from Mal de amores that Ángeles Mastretta sees space as highly gendered and political, since, in this novel she has brought to the fore the public/private duality.​[170]​  I shall briefly examine how the private is represented as a disrupted space during the violent period of the Revolution in this novel. Mal de amores is a romantic novel set in the period preceding and during the Mexican Revolution (1910-1920).​[171]​ It is ostensibly the story of Emilia Sauri and her love affair with two men: the adventurous, boy-next-door turned Revolutionary, Daniel and the staid, sensible doctor, Antonio. Her love for Daniel evolves from that of young friendship into passionate love. In contrast, her attraction to Antonio appears to be a mixture of their shared interest in medicine and of a socially acceptable match. Her love stories are set against the backdrop of two important elements of the narrative: first, of her liberal upbringing, where politics is a staple part of her daily existence:

En casa de los Sauri se discutía el futuro de la patria como en otras se discuten los deberes del día siguiente, y la botica parecía una cantina desordenada donde los parroquianos dirimían sus apegos y ambiciones antes de subir a seguir discutiéndolos tras el caldo de frijoles que Josefa tenía para todo aquel que pasara por su comedor (Mal de amores, 228).

Later, the narrator tells us: ‘La política fue siempre una de las yerbas importantes de los guisos servidos en casa de los Sauri’ (Mal de amores, 249). Secondly, her relationships are intercalated with accounts of the Revolution and Daniel’s involvement in it. Mastretta engages with the invasion of the Revolution into the private domestic space of Emilia’s home life. Not only is her relationship with Daniel altered because of his involvement with the Revolution, it is also clear that her home is a space where Revolutionary politics is an integral part of everyday life. Mastretta directly declares the invasion of the private by the public act of war: ‘Nada era tan cambiante como la rutina por esos tiempos’ (Mal de amores, 228). War changes routine and affects the private.
	The foregrounding of war as the Sauri’s daily bread draws attention to the false public/private dichotomy assumed by other writers who focus on the public conflict on the battlefield, ignoring the repercussions on the private. This focus on the private is not a strictly gendered enterprise. Male writers, such as Mariano Azuela in Los de abajo, have also engaged with the private consequences of the Revolution. However, the females in his novel are flat stereotypes, women who are either abandoned in the domestic sphere and left to struggle to survive, or others who have been ruined as a consequence of having been forced into the public side of war.​[172]​ What is particular to Mastretta is how she tackles the understanding in novels set against the grand, national narrative of the Mexican Revolution that in war (and peace) women’s realm is that of the private, with men firmly placed in the public sphere.​[173]​ During conflict, this belonging is challenged and opened out. Women can move out of the private, because social norms are disrupted, and become public actors. This is what Emilia does. She - albeit somewhat unwillingly - accompanies Daniel and becomes a healer (curandera); which subsequently leads her to travel to the United States to study medicine.​[174]​ However, unable to stay away from Daniel, she does not finish her studies, and, leaving behind the genteel privilege of her U.S. existence, she returns to Daniel, Mexico and the war.       
Through Emilia’s relationship with Daniel, Mastretta draws attention to one of the contradictions of Revolutionary ideology. Emilia, and women like her who have freedoms and work in the public sphere, are expected to simultaneously represent safety and domesticity for Daniel and the Revolution, all the while they assume responsibilities outside of the home, which suit the cause, such as nursing, smuggling, and other necessary work for the troops.​[175]​ Unlike Daniel, Antonio is the security and reliability of a liberal new democratic order. Curiously, he assumes the role normally ascribed to women. He is the safety of the domestic life to whom Emilia returns after her occasional, and lifelong, dalliances with her lover Daniel. Mastretta thereby creates a more nuanced version of how space is negotiated by each gender during the Revolution.
Emilia’s attitude to the Revolution is summed up in a statement by her mother, Josefa, ‘Los hombres tienen pasiones, las mujeres tenemos hombres’ (Mal de amores, 188). Josefa’s statement that women are led by men is debated with by Emilia’s progressive aunt, Milagros, who has opinions more familiar in late-twentieth century feminists than the turn of the century fixed ideas of womanhood held by Josefa. This allows the author to foreground liberal attitudes in the interactions between such characters as Josefa, Milagros and Emila’s father Diego. All the while, Emilia teeters on the edge of political consciousness without ever espousing any potentially challenging or threatening ideology. In a passage similar to one I shall discuss later in Belli’s novel, she is shown to have a social conscience. A young boy, who is the eldest child of a woman about to give birth, enters the pharmacy looking for Antonio, who is unavailable. We are told that this boy’s mother was only thirteen when she had him, is now about to give birth for the fifth time and needs help. Emilia assists her and meets her some months later pregnant again and listens to her story. The young woman ‘tenía solo dos años más que ella y no había visto sino abandono y hambre, infamias y maltrato’ (Mal de amores, 234). This knowledge upsets Emilia: 

La muchacha le contó cosas que Emilia trató de olvidar durante muchos desvelos. Cincuenta veces despertó sintiéndose culpable de tener una cama, de tener desayuno y sopa y cena, de saber leer y ambicionar una profesión, de tener padre y madre y tía, de tener a Zavalza [Antonio] y de ir teniendo el cielo entre atisbos que le daba su passion por Daniel (Mal de amores, 234). 

The narrator recounts Emilia’s feelings of bourgeois guilt: her lack of sleep, and unease at having what another doesn’t. All the while, we return to the generic imperative of the all-important theme of romance. Another’s deprivation is highlighted, but its function is primarily to provide the motivation for Emilia’s character development. It could be argued that the stark comparison between the un-named woman’s very real troubles and Emilia’s self-pitying reaction are symptomatic of Mastretta’s ironic tone. The author is simultaneously eliciting sympathy for her character and mocking her response.     
The debates surrounding the Revolution are largely played out in discussions between Emilia’s parents and their friends. They want an end to Porfirio Díaz’s dictatorship, yet are troubled by the damage caused by war (Mal de amores, 213 and 219). Emilia is torn between wanting Revolution or wanting democracy. Daniel tells her that the Revolution is not for her. She belongs to domestic, secure spaces: 

Esta guerra no es tuya, Emilia - le dijo apretándose contra ella la última noche que durmieron bajo el techo de los Morales.
¿Qué es mío? - le preguntó Emilia.
La Casa de la Estrella, la medicina, la botica, mis ojos - le dijo Daniel (Mal de amores, 264). 

The possibility of Emilia fighting in the Revolution is never really engaged with. She spends a period as a medic, principally attached to the Red Cross. Thus her skills are used in a neutral, non-political manner. Emilia is the private spaces pushed forcibly into the public due to circumstances. Yet, at one point when she gets the opportunity she takes flight to Chicago ‘en busca de la universidad y de un futuro que no pensará en la guerra’ (Mal de amores, 285). Later, she realises that she cannot continue to evade the Revolution: ‘sabía de cierto que de esa guerra no podría irse nunca, aunque nunca la viera más que de lejos aunque sólo le tocara rehacer su debacle y sus ruinas como mejor pudiera’ (Mal de amores, 309). Having left Daniel to go to university, she accompanies him in his pursuit of war. She is resigned to the fact that he will fight and she will pick up the pieces, frequently separated from him. 
Emilia’s relationships with Antonio and Daniel can be read as metaphors for the Mexican peoples’ relationship with the Revolution. Daniel is the Revolution. He is risky, complex, attractive, and elusive. In an interview with Gabriela de Beer, Mastretta describes Daniel as ‘un aventurero y que va y viene y que vuelve a ella como a su casa’.​[176]​ Mastretta presents Daniel/Revolution fatalistically. Emilia/the people are bound to him/it, but, they are also the ones who suffer and must recoup the damages. The Revolution, just as with Daniel and Emilia’s relationship, is an impossibility. It cannot exist within routine and is incompatible with the ordinariness of everyday life. Emilia continues their relationship throughout the rest of their lives, all the while having a conventional relationship with Antonio.​[177]​ Marriage with Antonio is solid and reliable, while her life-long affair with Daniel is just that: brief and passionate liaisons. Mastretta defies conventions of the romantic novel by not concluding the plot by giving the heroine one true love, instead, and more unusually she gets two loves.  
The style of this novel is light-hearted, ironic, and conversational. The themes she introduces, such as the difficulty of living and loving during times of conflict, may be quite involved, but her style is informal and colloquial. Much information is garnered through dialogue, or through apparently offhand comments by the narrator. The representation of the Revolution is, ultimately, negative. Beginning a Revolution is described variously as ‘rasgar una almohada de plumas’ (Mal de amores, 190) and freeing a tiger (Mal de amores, 220). Its results are understood by Emilia’s liberal father to be bleak and counter-productive: 

[…] de la guerra contra la dictadura no había salido más que guerra, y la lucha contra los desmanes de un general no había hecho sino multiplicar a los generales y a sus desmanes.
- En lugar de democracia conseguimos caos y en lugar de justicia, ajusticiadores - dijo Diego Sauri irónico y entristecido (Mal de amores, 364).

This is a further demonstration of how debates regarding the public world of the conflct are brought into Emilia’s home. Here, the narrator provides us with a biased analysis intended to portray the Revolution in a negative light, which is further reinforced by experiential commentary from this fictional witness, Diego. Attention is also drawn to the psychic damage experienced by Emilia: ‘La experiencia del horror vuelto costumbre no se olvida jamás. Y tanto horror vieron sus ojos esos días que mucho tiempo después temía cerrarlos y encontrarse de nuevo con la guerra y sus designios’ (Mal de amores, 317). The very fact of war becoming normalised inflicts its own damage on those who live through it. 








Gioconda Belli’s La mujer habitada is the account of how a privileged, young woman, Lavinia, becomes a revolutionary.​[180]​ The novel is set in a fictionalised version of Nicaragua. Belli makes few real changes to names: Managua becomes Faguas, Augusto Somoza is ‘el Gran General’, and so on. Thereby, the allusions are clear. At the core of this ‘hybrid text’ is a love story between Lavinia and Felipe.​[181]​ Their relationship follows many of the conventions of the modern Romantic novel: they meet at work, both are architects in the same firm; he is a handsome, rugged, somewhat macho man; they have a passionate love affair; they come into conflict, move apart and then resolve their differences; and, most importantly, they declare undying love. Theirs is generally a modern love story, insofar as she is shown to be assertive and capable at work, his equal; there is no need to wait for wedding bells to have sex; and, finally, she does not sublimate her needs to his. The boundaries of the convention are changed by the added tension of Felipe’s, and eventually Lavinia’s involvement with the Movimiento de Liberación Nacional, a revolutionary organisation whose aim is to overthrow the oppressive dictatorship of the Gran General. The love story and the war story intertwine and are interdependent. Lavinia becomes involved in the armed struggle as a result of her relationship with Felipe, but there are other reasons for her involvement, which I shall explore later in this paper. Key to the dramatic ending of the novel are both love and violence. I shall examine how Belli juxtaposes such apparent opposites as central themes in the La mujer habitada. 
Lavinia is a self-proclaimed aristocrat of twenty-three, who has just returned from travel and study in Europe. She has gotten a job due to her social connections, and also because the head of the company hopes that a woman would be a good addition to the firm so that the female clients would feel at ease with her (21). Like Mal de amores, there is an element of a Bildungsroman to the plot. The difference in La mujer habitada is that Lavinia is shown to come of age politically.​[182]​ Lavinia, just like Emilia, exhibits discomfort and guilt at the poverty she witnesses. From the beginning of the novel Lavinia experiences the social inequities in Faguas and, gradually, becomes aware of the need for social change. In her first work assignment she has to review progress on the building of a shopping centre. The land on which it is to be constructed is already inhabited by five thousand people in makeshift dwellings. In order for work to go ahead they must be moved. Lavinia asks: ‘¿Y la gente? ¿Qué pasaría con la gente?’ (32). To which the eventual reply is: ‘Los van a trasladar a otro lado’ (33). Her enquiries lead to one of the inhabitants to ask if she is a journalist. She replies: ‘No, no – aclaró Lavinia, incómoda -. Yo soy arquitecta. Me pidieron revisar los planos. Yo no sabía de esta situación’ (34). She leaves the site and ‘Sintió lastima y malestar. No era la manera más agradable de conocer la <<práctica>>, pensó’ (35). Her response to the situation seems naïve and somewhat churlish. She has images of what her life should be like taken from books, childhood dreams, and films and the reality doesn’t measure up (see 64, 126, 127, 226, and passim). Belli builds on the incidents which mark Lavinia’s development. For example, another significant event is when she goes to the aid of her maid Lucrecia who was victim of a botched abortion (195). In an intense and reflective style, Lavinia’s coming of age is charted from her clumsy start to the eventual assassination of a high-ranking commander in the army, General Vela.​[183]​   
Belli does not provide just one reason for Lavinia’s participation in the movement. Passion is another pivotal reason for both Lavinia and Felipe’s involvement in the armed struggle. Felipe was encouraged to return from Germany to Faguas by his German girlfriend, Ute (55-56). She was convinced that he couldn’t stand idly by while his country was ruled by a corrupt general. For Lavinia, whether to join or not is presented as less straight forward. After initial reticence, she negotiates her way into involvement with the armed struggle. Her introduction to the movement is dramatic. Shortly after they have had a few passionate encounters, Felipe brings an injured companion, Sebastián, to Lavinia’s house. She is shocked and confused, ‘Jamás imaginó que le sucedería a ella precisamente, algo semejante…Los <<guerilleros>> eran algo remoto para ella’ (82). Her reaction is characteristic of her self-involved manner. She has a bleeding, possibly dying man in her house, and she wonders how bad things happen to her? Her musings are a reflection of her early ignorance – in the context of the underlying philosophy of the novel - of the need for violence to change the current regime, 

Una cosa era no estar de acuerdo con la dinastía y otra cosa era luchar con las armas contra un ejército entrenado para matar sin piedad, a sangre fría. Se requería otro tipo de personalidad, otra Madera. Una cosa era su rebellion contra el statu quo, demandar independencia, irse de su casa, sotener una profesión, y otra exponerse a esta aventura descabellada, este suicidio colectivo, este idealismo a ultranza (82). 

What is at first repugnant to her is gradually rationalised, over the course of the novel.
A principle difference between Felipe’s decision to become involved with the movement and Lavinia’s is that although Felipe implicates her in the movement by bringing an injured companion to her home, he, like Daniel in Mastretta’s novel, is dead set against her joining. He received encouragement, but she does not. She mulls over this, and debates it both with her new-found friend in the movement, Flor, and most importantly, with him. As he states, he wants her to be ‘la ribera de mi río’ (123), what Flor describes as a ‘reposo del guerrero’ (135).​[184]​ This debate functions as a focus for many of the discussions in the novel and it is probably why it has been described as feminist by so many. It is Lavinia’s awareness of Felipe’s desire to curtail her behaviour, and her own rebellion against that, which makes it possible to call it a feminist text. Although in many respects Lavinia does not radically break with societal norms. That hers is a decision made independent of Felipe is significant, because it shows her autonomy. 
Although, what undermines this autonomy and, has resulted in such critical interest in this novel, is the female indigenous spirit, Itzá, who lives in Lavinia’s orange tree, and later passes into Lavinia’s body through the imbibing of some orange juice (61). The alternate sections concerning Lavinia are recounted by an omniscient narrator, while Itzá’s segment is told in a first-person internal monologue. She comments on events as they progress; provides her own point-of-view accounts; describes, from inside Lavinia, the feelings and thoughts that the other narrator has not fully illustrated; and she meditates on her own past life, love and her own involvement as a warrior against the Spanish troops during the conquest.​[185]​ These sections deviate from the conventions of the genre. They add depth, an account of a reclaimed history, and are more fluid and poetic in style than the more conventional dialogue and incident-driven other narrative. Lavinia’s gradual change of heart appears to be impelled by Itzá, who even claims responsibility for driving Lavinia’s quick response which kills the general:

Yo no dudé. Me abalancé en su sangre atropellando los corceles de un instante eterno. Grité desde todas sus esquinas, ululé como viento arrastrando el segundo de vacilación, apretando sus dedos, mis dedos contra aquel metal que vomitaba fuego (456).

Itzá is not only seeking to avenge the wrongs perpetrated against her people by those who have abused power, she is also the experienced warrior who knows how to react in battle. Compared to Lavinia who has never fired live ammunition, Itzá’s reactions are fast and sure. Itzá does not romanticise the act in the way Lavinia appears to, and her disgust is evident from the language employed, ‘aquel metal que vomitaba fuego’. There is a dual issue in Itzá being the actor in this event. Firstly, assassination, even when it is presented as self-defence is difficult to justify. Nevertheless, there are many attempts in the novel to do so, which I shall discuss later. Secondly, it imbues the act with historical significance. Itzá, with Lavinia as her conduit, carries out an act of revenge on behalf of the disenfranchised and poor.
As an architect, Lavinia, obviously, has a particular relationship with space. Having just returned from Europe, she contrasts what she sees as the old world, where the only changes that can be carried out are internal refurbishments of old buildings, with the new world, which, in her opinion, is ripe for new developments, particularly those which fit into her vision of ecological building, ‘soñaba con construir edificios, dejar huella, darle calor, armonía al concreto; sustituir las imitaciones de truncados rascacielos neoyorquinos en la avenida Truman…por diseños acordes con el paisaje’ (19). In a curiously (for a straight woman), homoerotic passage she describes her feelings about Faguas. For her ‘Faguas era la sensualidad. Cuerpo abierto, ancho, sinuoso, pechos desordenados de mujer hechos de tierra, desparramados sobre el paisaje. Amenazadores. Hermosos’ (19). Here she follows the colonialist line of referring to space as woman, who in turn, is a site of potential domination.​[186]​ The fact that the woman/Faguas is threatening (amenazadores), fits this mould, in the same vein as the national literature of Romulo Gallegos and Domingo Faustino Sarmiento.​[187]​ Itzá, at first, also occupies a scarce oasis, the orange tree, in a city which is shown to be alienating and confusing for the spirit. Nature, and human beings’ relationship with it, is glorified and contrasted with the isolating streetscapes.​[188]​
La mujer habitada veers close to being a thesis novel. This is particularly marked when considered in the aftermath of the recent, brutal attacks on places such as New York, Casablanca, Iraq, Bahli and Madrid. Belli appears to be writing to justify her own participation in the Nicaraguan revolution. Killing another is not represented as an easy act. This is shown through Lavinia’s indecision up to the end, when she becomes able to kill only as a revenge for (and possibly out of grief at) the murder of her lover Felipe, and, even more ambiguously, it is suggested that it may have been Itzá pulling the trigger anyway, which, in turn exonerates Lavinia. To gain sympathy for this assassination, Belli creates a very black and white situation. The members of the movement are sympathetic, good people who act out of a desire for social justice and their hopes for a better world, whereas, the victim is a definite ‘bad guy’. He is lascivious, fat, and sweaty. He is a torturer who has a reputation as the ‘volador’ for throwing land workers out of planes (206). Even his own adolescent son, Ricardo, wants him dead. In the final episode of the novel, at the housewarming party where the Movimiento hold the general, his family and houseguests as hostages, Ricardo indicates clearly to Lavinia where his father is hiding (451-455). The general’s wife and sister are accused of complicity with him through silence and support, and of terrible nouveau riche taste, imported, at great cost, from Miami. This man, who is repulsive and clearly a monster, whose family is mocked and pitied in turn, is represented as (in the language of such acts) a legitimate target. 
Belli, through Lavinia and Itzá, legitimises violent revolution. This terrible individual had to die, there is no question in Lavinia’s mind by the end of the novel. Belli plays out the arguments against armed warfare, but eschews each in turn. In Itzá’s opinion in the concluding pages, it is women’s way of entering into history ‘por necesidad’ (433). 
Mastretta’s style contrasts with Belli’s. Where Belli is intense, contemplative and dark, Mastretta is ludic, light-hearted and ironic. In Mastretta’s text there is a ‘happy-ever-after’ ending, Belli’s ends with a dramatic, heroic death. Belli’s text is more experimental in style through the use of alternating narratives, while Mastretta’s independent, polyamorous character is the principle deviation from convention. Innovation in Mal de amores is thematic and through plot, while Belli experiments with form through the use of alternating narratives.  
Significantly, both writers, either implicitly (Mastretta) or explicitly (Belli), explore how individuals get involved in war and what it means for them to do so. They do this to varying degrees of success. Mastretta placed an independent, headstrong, well-educated character in the midst of the Mexican Revolution. This character had opportunities to travel and avoid much of the conflict, and chose to return only to accompany, her warrior lover, Daniel. As a result, the accounts of the Revolution are from the perspective of an individual who acts as a tourist-witness. She can be there for as long as it suits her, and leave again when it gets too much. This is not an option open to many during wartime. But it means that she presents us with horrifying snapshots which provide a context for the core narrative, and an insight into the machinations of war. Mastretta employs the plot of the love stories to recount history in an amusing and entertaining fashion. 
Written by someone who was a participant in armed struggle, La mujer habitada provides an account of the steps that were taken by an individual which led her to partake in armed conflict. Nonetheless, how this is recounted is one of the weaknesses of the novel. Lavinia’s meditations on society, conflict, power struggles, women’s rights and so on, are all tedious and, at times, overwritten. We are given every detail of her personal journey: professionally, personally, and, most significantly, her involvement in the movement. The novel reads as Belli’s desire to justify her own involvement in the Nicaraguan revolution. 
An interesting commonality between the two novels is the denouement. Both end without engaging with the disillusionment of broken revolutionary promises. In Mal de amores, Emilia has her loyal, solid Antonio by her side, she becomes mother and later grandmother, all the while continuing her love affair with Daniel. The last chapter is worth examining in detail, since it functions as a brief epilogue. In the second paragraph, we are told concisely that ‘se terminó la guerra’ (Mal de amores, 393), life returns to normal and, implicitly, the conservative safe regime assumes power. Meanwhile the Revolution is ever-present in the background and again played out in the love triangle. The last paragraph of the novel is a dialogue between Emilia and Daniel in 1963. It is a chronological leap and a resumption of an earlier conversation, where Daniel is concerned to discover whether he is the father of Emilia’s children. She is insistent on Antonio’s legal title; Daniel sees in them inherited traits that he insists are his. In the immediately post-revoltionary exchange, he says: ‘-¿Octavio es hijo mío?’, Emilia replies, ‘-Ya te dije. Los hijos son de Zavalza’ (Mal de amores, 394). Some forty years later the dialogue continues in the same vein: 

-¿Es mi nieta la niña que te trajo hasta la puerta?’
Ya sabes – contestó Emilia -. Aquí todos los hijos y todos los nietos son del doctor Zavalza.
Pero ésta se quita el pelo de la cara con un gesto mío – dijo Daniel. (Mal de amores, 395).

Mastretta has allowed her protagonist to have the best of both worlds and created a strong political sub-text. Daniel as Revolution is present in unseen ways in the gestures, tastes, ideas, imaginings of the following generations but they are all legally bound to a conservative state, Antonio. This message of the eternally present Revolution is reiterated by Daniel’s final utterance: ‘Nunca me voy’ (Mal de amores, 395), which is accompanied by a seductive gesture ‘acariciando su cabeza [Emilia’s] con olor a misterios’ (Mal de amores, 395). Thereby, Mastretta reinforces her political message and ends the novel with the heroine in the arms of the handsome hero, without the mundanities of life or marriage interfering with the happy-ever-after ending. She plays with the conventions of the form without radically disrupting them. 
	Belli ends at the beginning of the revolution. Lavinia’s dramatic death is re-birth. As Itza’s character shows, Lavinia’s spirit will live on to enter other women and continue the struggle, until there is justice for the ‘people’, presumably through revolution. Lavinia’s death has a number of functions. It mythologises her; she becomes an heroic martyr to the cause. It allows for a neat ending whereby Belli doesn’t have to engage with the pitfalls and failures of the revolution. Instead, she ends the narrative full of its glorious promises. Finally, having broken with the conventions of the love story, Lavinia has met her love, they have become lovers, then he dies. The only happy-ever-after is to avenge his death, and join him in the afterlife, just as Itza could join her love. Itza gets the last word, in a passage that is highly poetic and celebratory of armed struggle, she ends saying ‘Nadie que ama muere jamás’ (La mujer habitada, 458). For Itza, and by extension Lavinia, revolution is necessary, even beautiful and it will resolve tensions created since the Spanish conquest. Where Belli allows the promises to remain in a utopian future, already passed at the time of writing in 1988. Mastretta takes this utopia and places it in the figure of Daniel and his progeny. Neither writer addresses the aftermath in any detail.  
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